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In Romania, professional Roma (Gypsy) musicians called lăutari developed a 
colorful and unique musical tradition. This study explores the music of the lăutari and its 
influence on five works for unaccompanied violin: George Enescu’s recently discovered 
Airs dans le genre Roumain (1926) and “Le Ménétrier” from his Impressions d’enfance 
(1940), Eugène Ysaÿe’s Sonata No. 3 “Ballade” (1923), Helen Bowater’s Lautari (2003), 
and Roxanna Panufnik’s new composition Hora Bessarabia (2016).	
Drawing from written sources, audio and video recordings, and transcriptions, this 
study first investigates the history, influences, and unique characteristics of the lăutari 
tradition and approach to violin playing. After discussing each composer and the 
background behind the five unaccompanied works, this study analyzes how lăutari music 
influenced these compositions and provides performance suggestions. These suggestions 
are based on applicable stylistic and technical principles drawn from traditional lăutari 
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 The Harvard Dictionary of Music defines performance practice as “the gap 
between what is notated and what is thought necessary for a performance.”1 This study 
seeks to help close the gap for pieces inspired by the complex and colorful music of the 
Romanian Roma (Gypsy) musicians called lăutari.2 The virtuosic and improvisatory 
playing of Roma musicians inspired many composers in the late nineteenth and early 
twentieth centuries. Violin works such as Ravel’s Tzigane, Sarasate’s Zigeunerwisen, 
Monti’s Czardas, Kéler’s Son of the Plains, Kreisler’s La Gitana, and Hubay’s Hejre 
Kati were all modeled on the colorful style of Hungarian Roma violinists.   
 In neighboring Romania, professional Roma musicians called lăutari developed a 
unique musical tradition. This study will explore the music of the Romanian lăutari and 
its influence on five works for unaccompanied violin composed in the twentieth and 
twenty-first centuries: George Enescu’s recently discovered Airs dans le genre Roumain 
(1926) and “Le Ménétrier” from his Impressions d’enfance (1940), Eugène Ysaÿe’s 
Sonata No. 3 “Ballade” (1923), Helen Bowater’s Lautari (2003), and Roxanna 
Panufnik’s new composition Hora Bessarabia (2016).
                                                
1 Randel, Don Michael. The Harvard Dictionary of Music (Cambridge, Mass: Belknap Press of 
Harvard University Press, 2003), 648. 
2	This study will use the term Roma in place of “Gypsy.” The word “Gypsy” comes from the 
mistaken belief that this ethnic group originated in Egypt. Researchers have now concluded that the Roma 
actually came from northern India. “Gypsy” is also considered a derogatory term with stereotypically 
negative connotations and today most individuals from this ethnic group refer to themselves as Roma.	
	
	2 
Other works were also strongly influenced by lăutari music including Bartók’s 
Romanian Folk Dances, Two Rhapsodies for Violin, and Enescu’s Violin Sonata No. 3. 
These pieces have become part of the standard violin repertoire and are examined in great 
detail in several articles, books, and dissertations. This study will focus instead on 
unaccompanied works that have not yet been the subject of extensive research. Ysaÿe’s 
Six Solo Sonatas have been examined from a formal and pedagogical perspective, but no 
resources have specifically addressed the indirect influence of lăutari violin on Sonata 
No. 3 “Ballade.” Likewise, Enescu’s Impressions d’enfance is mentioned in several 
articles and dissertations, but very little has been written about the technical and 
interpretive aspects of the unaccompanied first movement. No literature beyond reviews, 
program notes, and CD liner notes currently exists about Enescu’s Airs dans le genre 
Roumain, Bowater’s Lautari, or Panufnik’s Hora Bessarabia. 
Drawing from written sources, audio and video recordings, and transcriptions, I 
will first explore the historical background, influences, and unique characteristics of the 
lăutari tradition. I will then analyze how lăutari music influenced each of the five 
unaccompanied compositions. Performance suggestions will be provided based on 
applicable stylistic and technical principles drawn from traditional lăutari violin playing 
and my personal experience learning and performing each work. 
These five works are all challenging yet accessible and appealing compositions. 
They are increasingly performed and recorded. This study seeks to provide violinists 
studying these and similar works with a resource to help inform their interpretive, 




1.2 Who were the lăutari? 
Highly skilled professional folk musicians in Romania are called lăutari, a term 
derived from the Romanian word for “lute player.” Since the 1850’s, lăutari have 
provided most of the traditional music for Romanian weddings, funerals, celebrations, 
festivals, and village dances. While researchers estimate that 95% of lăutari are 
ethnically Roma, their unique musical approach is significantly different from that of the 
Roma in neighboring Hungary and the rest of Eastern Europe.3 
The lăutari tradition began in the provincial courts of nobility from the regions of 
Wallachia and Moldavia. These two semi-autonomous satellites of the Ottoman Turkish 
Empire unified in 1859 to form the nation of Romania. Before this unification, 
landowning nobles served as puppet rulers while the peasants were forced to labor as 
serfs. By the fifteenth century, many Wallachian and Moldavian nobles also owned Roma 
slaves who worked in the fields or as house slaves.4 Some Roma slaves served their 
owners as blacksmiths, coppersmiths, weavers, and woodworkers. Others called lăutari 
performed as court musicians for everyday entertainment, dances, banquets, and others 
social events.5 Many courts had an entire taraf (musical ensemble) made up of Roma 
slave musicians. By the eighteenth century this music had become a vital part of the 
upper-class lifestyle.6 
Wallachian and Moldavian nobles often used the Turkish courts they saw while 
visiting Constantinople and other areas of the Ottoman Empire as a model for their own 
                                                
3 Robert Grafias, “Survival of Turkish Characteristics in Romanian Musica Lautareasca,” 
Yearbook for Traditional Music Vol. 13 (1981): 98. 
4 Elena Marushiakova and Vesselin Popov, “Gypsy Slavery in Wallachia and Moldavia,” In 
Nationalisms Today, ed. Tomasz Kamusella (Oxford: Peter Lang, 2009), 94. 
5 Rachel Lawrence, “Mastered Men: the Medieval Origins of Romani Persecution,” (D.M.A. diss., 
Illinois State University, 2016), 143. 
6 Donna Anne Buchanan, Balkan Popular Culture and the Ottoman Ecumene: Music, Image, and 
Regional Political Discourse (Lanham, MD: Scarecrow Press, 2007), 101.	
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courts. Many nobles developed a taste for Turkish art music. They also adopted aspects 
of Western European culture and enjoyed the music they heard on trips to Europe or 
performed by European soloists and opera companies touring their principalities. Court 
tarafs were often responsible for providing music that combined characteristics of both 
Turkish art music and Western European art music.7 A Swiss musician visiting one 
Wallachian court around 1780 writes: “There resounded together Turkish, Greek and 
Wallachian folk music, to which was latterly also added German music, choirs, song, 
cannons, in a word all that might shatter the hearing.”8 
All Romanian Roma slaves were legally emancipated in 1859. Transylvania later 
joined Romania in 1918 after centuries under the control of the Austro-Hungarian 
Empire. The map below shows the three historical regions of Wallachia, Moldavia, and 
Transylvania that came together to form the nation of Romania: 
 
 
Figure 1.1: Three historical regions that joined to form the nation of Romania.9 
 
                                                
7 Grafias, “Survival of Turkish Characteristics,” 98. 
8	Laura Vasiliu, Musical Romania and the Neighboring Cultures: Traditions, Influences, Identities 
(Frankfort: Peter Lang, 2014), 105. 
9 Cepleanu, Spiridon Ion, “Rom1793-1812.png,” digital image, November 8, 2009, Wikimedia 
Commons, https://commons.wikimedia.org/wiki/File:Rom1793-1812.png#file (accessed August 27, 2017). 
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After emancipation in 1859, many Roma moved to form settlements on the 
outskirts of Romanian villages and towns. Those men who were trained as musicians 
began earning their living playing at massive traditional Romanian weddings that might 
go on for three or four days. They also played for village dances, fairs, feasts, funerals, 
and at restaurants and inns.10 These musicians, or lăutari, adapted the techniques they had 
developed performing Turkish and Western influenced music in court tarafs to the dances 
and genres of Romanian folk music to create a colorful and virtuosic musical style.11  
Although each region of Romania has unique musical traditions, the playing of 
most lăutari shares several common characteristics: elaborate ornamentation, fast and 
wide vibrato, dense chromaticism, scales and modes with variable pitches, frequent use 
of melodies containing the interval of an augmented second, improvisational sections 
with free rhythm, fast dances in duple meter, the main genres of doina, ballade, and hora, 
and the use of the violin as the principal solo instrument.  
1.3 The taraf 
Before the lăutari became the main providers of music in rural Romanian 
villages, farmers, shepherds, and other amateur folk musicians played for weddings and 
gatherings. Their repertoire included simple melodies played on instruments such as the	
bucium (alphorn), cimpoi (bagpipe), and over seventeen varieties of flutes including the 
nai, or panpipe, and fluier, a wood end-blown instrument that resembles a tin whistle.12 
Some characteristics of these instruments were later adopted into the lăutari playing 
style. Grace-note patterns were frequently based on common bagpipe figurations. On the 
                                                
10 Only men were allowed to be lăutari, but women sometimes performed as guest vocalists. 
11 A.L. Lloyd, “The Music of the Rumanian Gypsies,” Proceedings of the Royal Musical 
Association, 1963-1964, 15. 
12 Speranta Radulescu, “Romanian Traditional Music.” Grove Music Online. (http://oxfordmusic 
online.com/subscribe/article/grove/music/18674) accessed October 17, 2015. 
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violin, double-stops and open string drones were also used to evoke the sound of the 
bagpipe. Flutes are often part of the taraf and lăutari violinists sometimes played entire 
melodies with artificial harmonics to imitate the flute timbre.  
After all Roma slaves were emancipated in 1859, the taraf gradually replaced 
groups of amateur folk musicians to become the principal source of music in Romanian 
villages. A taraf is traditionally made up of two to eight instruments including the violin, 
contra violin, cobză, bowed string bass, and cimbalom. The cimbalom is large instrument 
that resembles a hammered-dulcimer. It may rest on a stand or hang from a strap around 
the player’s neck while the strings are struck with soft mallets or plucked.  The cimbalom 
usually plays rapid arpeggios to create a harmonic carpet for the melody while the bass 
and contra violin sustain harmonies. In the photo below, a cimbalom player and violinist 
play for a village dance: 
 
Figure 1.2: Cimbalom and violin duo playing for a village hora.13 
 
                                                
13 Andradadaciana, “Hora,” digital image, June 9, 2009, Flickr Commons, 
https://www.flickr.com/photos/24646726@N08/3613418832/in/photolist-6viHwG-VM1Dt6-cxWGmj-
aeCqtM-2EMrAJ-X1q7r4-aiuRem-4wC2fX-kDFYmZ/ (accessed July 7, 2016). 
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The cobză is type of short-necked, unfretted lute with eight to twelve strings (Fig. 
1.3). It is strummed with the fingers or a goose-quill. Closely related to the Middle 
Eastern oud, the cobză is used to play intricate rhythmic accompanying figures. Violin 
and cobză was a very common duo, especially in rural southern Romanian villages. The 
cobză is gradually becoming obsolete and is now often replaced by the cimbalom, 
accordion, or guitar.  
 




                                                
14	Andersjallen, “Cobza2,” digital image, September 9, 2010, Wikimedia Commons, 




In Transylvania, the contra violin is an important part of the taraf. This violin has 
three strings and a bridge that is sanded flat so the strings can be played simultaneously to 
create chains of three-note chords. One or more of the lăutari in the taraf also served as 
the vocal soloist.  
The primaş (leader) of a taraf was almost always a violinist and led both with 
sound and with physical gestures. The other musicians accompanied the main melody 
with running rhythmic figurations of basic chords and took turns with occasional solos. 
Tarafs were often made up of members of an extended family and were very competitive 
for work with other groups from the same region.15  
In the lăutari household, the men traditionally focused almost completely on 
music making and women did most of the house and field labor. When not performing, 
men were free to spend their time practicing or relaxing.16 This allowed them to develop 
a very high level of technique and vast repertoires far surpassing amateur folk musicians 
who were obliged to spend a large portion of their energy and time working in the fields 
or at other occupations. Such large repertoires were necessary: successful lăutari 
violinists had to play different musical selections throughout weddings that might last 
several days and had to be able to accommodate all requests for personal and local 
favorites.17 
1.4 State Control of Romanian Traditional Music 
Romania became a satellite of the U.S.S.R. in 1948 and was under the rule of 
brutal dictator Nicolae Ceauşescu from 1965-1989. During the communist era, the Party 
                                                
15 Margaret Beissinger,“Occupation and Ethnicity: Constructing Identity Among Professional 
Romani (Gypsy) Musicians in Romania,” Slavic Review, Spring 2001, 41.  
16 Ibid., 42. 
17 Jacques Bouët, “Les violonistes et l'éxecution violonistique dans le milieu de tradition orale 
roumain,” Studii de Muzicologie, 1973, 357. 
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strove to achieve a homogenous society and banned the Roma language and all 
expressions of Roma culture including public music making.18 Some lăutari still 
performed secretly, but if caught they were punished with fines and revocation of the 
right to perform.19 All music was under strict state control and state folk ensembles 
specializing in simplified “pure” Romanian folk song replaced the traditional tarafs. 
These ensembles performed arrangements of traditional songs harmonized with Western 
functional harmony. Many lăutari were hired to play in state orchestras and most 
recordings and videos of Romanian folk music between 1940-1990 were produced by the 
state. Many of the musical traditions of the lăutari were lost except in isolated rural 
villages. 
Ceauşescu’s drastic urban planning policy of “Systematization” had the 
unexpected consequence of helping to preserve traditional music in small pockets across 
Romania. “Systematization” led to the destruction or isolation of thousands of rural 
villages in an effort to create more efficient and conveniently located towns. At first, 
government workers demolished all the homes and buildings in the targeted villages. 
After international outcry, the government developed a new strategy of forcing villagers 
to relocate by cutting off electricity and running water, closing schools and stores, and 
ending bus and train service. These measures led to extreme isolation of many rural 
villages where lăutari continued playing far from the eyes and ears of the repressive 
regime. 
 After the overthrow and execution of Nicolae Ceauşescu in 1989, traditional folk 
music was freed from state control and some tarafs began performing in public again. 
                                                
18 Beissinger, “Occupation and Ethnicity,” 31. 
19 Vasiliu, Musical Romania, 107-108.  
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Internationally, the most well-known taraf is the wildly successful Taraf de Haïdouks 
(Band of Outlaws) from the tiny Romanian village of Clejani (Fig. 1.4). Their name 
honors the Robin Hood-like bandits who are the heroes of many of the ballads they play. 
Belgian music promoters Stéphane Karo and Michel Winter went searching for the 
lăutari of Clejani in 1990 after hearing them on an obscure recording made by Swiss 
ethnomusicologists. They auditioned all the musicians in the village and helped create 
and promote the elite ensemble.  
 
Figure 1.4: Taraf de Haïdouks.20 
 
 
Taraf de Haïdouks released their first album “Musique des Tsiganes de 
Roumanie” in 1991. It was an immediate international success and the group began 
touring all over Europe playing in concert halls, at major festivals, and at all-night 
sessions in bars or on the street. Yehudi Menuhin was major supporter, and the group has 
                                                
20 Geir Halvorsen, “Taraf de Haidouks,” digital image, November 1, 2013, Flickr Commons, 
https://www.flickr.com/creativecommons/ (accessed August 22, 2017). 
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recorded and performed with the Kronos Quartet. This success brought the unique sound 
of Romanian lăutari music to listeners and composers around the world. Numerous other 
tarafs are also active today and Roma musicians continue to play a central role as 
providers of live music in Romania.21
                                                





2.1 The Violin in Romania 
The violin is the principal solo instrument in lăutari music. All of the 
compositions this study explores were inspired by the unique approach of the lăutari 
violinist. To understand this stylistic approach, it is helpful to first investigate the origins 
of the violin in Romania and the basic characteristics of lăutari violin technique. Before 
the violin came to Romania in the 1600’s, Roma slave musicians used a bowed string 
instrument called a kemençe. Used as both a solo and ensemble instrument in Turkish 
classical music, the kemençe was popular throughout the Middle East. The instrument 
resembles the violin’s basic structure with a resonating box, neck, strings tuned in fourths 
plus extra resonance strings, and a bow (Fig. 2.1). 
 
Figure 2.1: Kemençe.22 
                                                
22 Pontos99, “Pontian Lyra (Black Sea Fiddle, Kemenche) with a bow (doksar),” digital image, 
July 1, 2007, Wikimedia Commons, 
https://commons.wikimedia.org/w/index.php?search=kemenche&title=Special:Search&go=Go&searchTo
ken=10825aet4s5pd3l4n5ohsr07q#/media/File:Pontianlyra.jpg (accessed August 22, 2017). 
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Held vertically resting on the player’s knees, the kemençe was bowed using an 
underhand grip. The player created different pitches by pressing the side of his fingernails 
against the strings. This unusual left hand technique allowed for extremely wide vibrato 
and many slides between notes. Kemençe techniques such as note bending, slides, fast 
ornaments, very wide vibrato, drones, double stops, and vibrato trills were later adapted 
by lăutari violinists.  
Evidence from historical literature and paintings indicates that by the 1600’s the 
Western violin was part of lăutari ensembles. By the 1700’s it was played throughout 
Romania.23 As mentioned earlier, the violin became the principal solo instrument of the 
lăutari. In a taraf, the violinist is the primas, or leader, and is usually accompanied by the 
other instruments.  
Violins were originally brought into Romania from Western Europe and lăutari 
violinists purchased their instruments in major urban centers. The standard violin was 
most common, but there were also some unique modifications created by local craftsmen. 
The most unusual was a horn-violin similar to the Stroh violin, an instrument	invented in 
the early 20th century for use in gramophone recording studios. The horn-violin was 
popular in the Bihor and Banat regions of Romania where it was called vioră cu goarnă 
or higheghe. It has a solid body with a metal horn attached, as can be seen in Figure 2.2. 
The bridge sits on a thin mica sheet which transmits vibrations from the strings to the 
horn creating a very loud, penetrating, metallic tone quality.24 The horn violin can easily 
project over louder instruments without the need for amplification, a useful characteristic 
for violinists in large tarafs who often performed outdoors.  
                                                
23  Karl Reichl, Medieval Oral Literature (Berlin: De Gruyter, 2016), 406-407. 




Figure 2.2: Romanian Horn-Violin.25 
 
 
There is also a very shrill and high-pitched violin popular in the Romanian region 
of Oaş (Fig. 2.3). A small angular bridge is pushed up to the very edge of the fingerboard 
and the strings are tuned higher than normal creating a shriller, brighter, and more 
piercing timbre than a traditional violin. The unique tone quality of this set-up may 
reflect local tastes: singers from this region also prefer a bright, shrill vocal timbre and 
both men and women sing at a very high pitch.  
 
Figure 2.3: Oaş Violin.26 
                                                
25 Screenpunk, “Strumpet,” digital image, May 3, 2009, Flickr Commons, 




The contra violin is used as an accompanying instrument throughout Romania. As 
mentioned previously, it has three strings and a special bridge that is sanded flat to put all 
the strings on the same level. The three strings are played simultaneously creating simple 
chordal accompaniments. The contra violinist usually plays continuously. Since dance 
sets might last thirty minutes or more, a less strenuous playing position gradually 
developed.  As can be seen demonstrated by the man on the far right in Figure 2.4 below, 
the violin is turned perpendicular to the floor and held against the chest with the chin 
touching the side and the left wrist providing support. This position allows bowing to be 
completely on a vertical plane. Vertical bowing is less fatiguing since the arm can be held 
down near the side of the body even when playing on the lower strings.27 
 
Figure 2.4: Contra violin playing position.28 
                                                                                                                                            
26 Colleen Bertsch,“Roma Birthday Party with Gheorghe Meti,” digital image, October 12, 2009, 
Flickr Commons,	https://www.flickr.com/creativecommons/ (accessed July 9, 2016). 
27 Alexandru, Romanian Folk Music, 105. 
28 Fortepan, “Gypsy Music,” digital image, 1962, Wikimedia Commons, 
https://commons.wikimedia.org/wiki/File:Musical_instrument,_music,_violin,_double_bass,_gypsy,_Gyps
y_music_Fortepan_1714.jpg (accessed July 1, 2017). 
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The contra violinist usually played broken slurs with two consecutive chords 
played with a slight separation between them or an emphasis on the second chord. 
Another common pattern was short off-beats with the bow kept on the string at the frog. 
A sharp finger motion was used for these dry and biting strokes. The sound produced was 
similar to the contemporary bluegrass string “chop.” 29 
 2.2 Training  
Lăutari violinists studied with their fathers starting at a very young age, often 
between the ages of two and twelve.30 If there were several boys in a family, each child 
learned to play a different instrument so the family can form an independent taraf. In 
many ways, the lăutari approach to musical training resembled the Suzuki mother-tongue 
method. Children absorbed music that they heard constantly and learned completely by 
ear without the aid of musical notation. They were taught exclusively with songs and 
pieces, developing basic technique and increasing their repertoires by experimenting and 
by observing their fathers and other skillful violinists.   
Lessons were informal and took place whenever was convenient, often after 
evening meals.31 Fathers taught by modeling and repeating short examples, starting with 
simple accompaniment figures, rhythms and melodies that the son tried to imitate. 
Improvisation was encouraged and the lesson continued until the student lost 
concentration.32 Lessons occurred daily. With very young children, several short lessons 
would be spread throughout the day.  
                                                
29 Bouët, “Les violonistes et l'éxecution violonistique,” 367. 
30 Beissinger, “Occupation and Ethnicity,” 41. 




With constant modeling by experienced violinists and without the distraction of 
notation, young Roma violinists often quickly developed vibrato, shifting technique, and 
expressive bow technique.33 The young violin apprentice usually spent two or three years 
learning different melodies, ornaments, and accompaniment patterns. After this period, he 
began playing at the side of the more experienced lăutari in the rhythm section of a taraf. 
From this vantage point he learned more of the vast standard repertoire and gradually 
developed independence as he was given opportunities to take over the solo part.34 
Sometimes to appeal to audiences, the young violinist was placed directly in front of the 
taraf to play the melody while the rest of the ensemble accompanied him.35 
2.3 Violin Position and Bow Hold 
The standard violin position and bow hold of many lăutari is different from the 
classical Western position and hold. This impacts both their technique and sound. Instead 
of supporting the violin with the weight of the head, they use their left hands to hold up 
the instrument.  Their left wrist often collapses inward to help support the violin. Many 
violins are not equipped with a chinrest and the player’s jaw barely touches the 
instrument. As can be observed in Figure, even those violinists who use a standard 
chinrest support the violin primarily with the left hand, resting the violin’s neck deep in 
the palm of their hand (Fig. 2.5). This is very different from the Western position with the 
violin balanced between top segment of the thumb and the side of the first finger and 
contact avoided between the instrument and the player’s wrist or palm. 
                                                
33 Ibid. 
34 Bouët, “Les violonistes et l'éxecution violonistique,” 353-400.	




Figure 2.5: Common lăutari playing position.36  
 
The lăutari way of supporting the violin impacts both shifting and vibrato 
technique. The fingertip contacts the string more on the fatty pad instead of the boney 
fingertip creating a wide, slow vibrato. As will be discussed in the section on glissandi, 
shifts are slow and very audible since the left hand remains responsible for holding the 
weight of the instrument.  
The common lăutari bow hold is also somewhat different than the basic hold used 
in Western violin playing. Instead of curving the little finger and resting the tip of it on 
top of the bow, many lăutari violinists drape it over the bow as cellists do. They find this 
position more flexible and less fatiguing. Since off-the-string strokes are rarely used, the 
little finger has less of a role in leveraging the bow. This loose and relaxed bow hold 
allows for astonishingly rapid detaché strokes using only wrist and finger motion.  
2.4 Main Characteristics of Lăutari Violin Technique and Style 
Lăutari violinists adapted many of the techniques originally used to play the 
kemençe. They also observed and imitated Western soloists and incorporated several 
                                                
36 Mário Pires, “loule_taraf_haidouks_05,” digital image, July 6, 2007, Flickr Commons, 
https://www.flickr.com/creativecommons/ (accessed July 9, 2016).	
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elements of Western technique including using the full range of each string, ricochet bow 
strokes, up-bow staccato, left-hand pizzicato, and artificial harmonics.  
Slides 
In Western violin schools, slides are used sparingly for expressive purposes. 
Usually the violinist will strive to hide the sound of shifts. As the great pedagogue Ivan 
Galamian writes, “By moving the bow slower and by diminishing the pressure during the 
actual change of position, one can eliminate a great amount of the sliding sound. This is a 
point that should be stressed…”37 He also discusses the use of expressive glissandi. For 
these, the violinist does not lighten the pressure the bow and the movement of the shifting 
finger is slowed depending on the desired effect.38 Lăutari violinists use slides much 
more frequently than is Western playing. Slides are used to connect most notes of a slow 
melody, for emphasis in fast passages, and for large leaps in pitch. There are two 
common types of slides: short scoops between adjacent notes within a single position 
created by elongating or curling the fingers upwards or downwards into the new note, and 
long glissandi during shifts created by dragging the finger slowly along the string while 
sustaining with the bow.39 Unlike Western players, lăutari violinists made no effort to 
hide the sound of shifts. 
Vibrato 
Like Western violinists,  lăutari usually use continuous vibrato in slow, melodic 
passages and on longer notes. Short bursts of fast vibrato may also emphasize a single 
note. Often violinists will alter the speed and width of vibrato during a long note for 
                                                
37 Ivan Galamian, Principles of Violin Playing and Teaching (Englewood Cliffs, NJ: Prentice-
Hall, 1985), 27. 
38 Ibid.	
39	Harbar, “A Dark Flame,” 363.	
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expressive purposes, or start notes with no vibrato and gradually add it. In general, 
vibrato is wider and faster than in Western playing. 
Many lăutari violinists use arm vibrato instead wrist vibrato since the wrist 
cannot freely perform the necessary vibrato motion when held in the traditional	lăutari 
position. In this position the wrist is usually rather rigid and bent inwards to support the 
violin so the main vibrato motion comes instead from the elbow joint. Some lăutari 
violinists, however, do use a very slow and wide wrist vibrato with the fingers placed flat 
and the finger pads in full contact with the string.  
Bow Strokes 
When lăutari violinists play with sustained sound, they usually use full bows and 
dynamically shape the notes as they feel is appropriate. Fast detaché passages are played 
with small bow strokes on the string in the upper middle of the bow. Another common 
bow stroke is similar to Western martelé. It produces a clear, biting articulation with each 
note clearly separated from each other.40 Many lăutari violinists use a good deal of 
weight and play close to the bridge to create a rough and concentrated tone that would be 
considered unrefined by classical standards.  
A common expressive technique is a dynamic swelling in the middle of a bow 
stroke similar to the classical messa di voce. The violinist begins softly and completely 
without vibrato, gradually speeding up the bow and adding a burst of fast, narrow vibrato 
before tapering the sound at the end of the stroke.	 
In dance music, the violinist plays regularly occurring strong accents either on the 
beats or on the off-beats. Many passages use bariolage, a special bow technique 
                                                
40 Ibid., 364. 
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involving the rapid alternation of notes on multiple strings in a repetitive pattern. One or 
two strings are usually open while the others are fingered (Fig. 2.6). 
 
Figure 2.6: Transcription by Bartók of a dance melody using bariolage.41 
 
 
One of the most unusual lăutari violin techniques is called “a canta la fir de par” 
(to play on a single hair) and involves a single bow hair or a rosined thread. This strand 
of hair is tied in a loop around the G string and slowly pulled to create a gritty, rasping 
tone. Violinist Nicolae Nescu of Taraf de Haïdouks used this technique very expressively 
in his Ballad of the Dictator. In some regions of Romania, violinists use sul ponticello 
(playing with the bow very close the bridge) to create a cold and ethereal tone or to evoke 
the breathy and thin tone of a Romanian pan flute.42 
Double Stops 
 Double stops were very common and most often played with an open string or 
combination of open strings. In Figure 2.7, the open strings have been tuned F#, B, F#, 
C# instead of the standard G, D, A, E. Such use of scordatura is discussed in the 
following section. 
                                                
41 Béla Bartók and Benjamin Suchoff, Rumanian Folk Music: Instrumental Melodies (The Hague: 
Martinus Nijhoff, 1967), 535. 




Figure 2.7: Transcription by Bartók of a lăutari piece featuring double stops.43  
 
 
Some melodies were played in consecutive fifths with the violinist covering two 
strings with the same finger. Double stops that involve two stopped notes played with 
two different fingers are less common.44 The open strings double stops usually serve as 
an accompaniment to the main melody, especially in pieces imitating a bagpipe where the 
lower open string serves as a drone.45 The following transcription by Bartók shows a less 
common use of double stops involving two different fingers and the use of a lower open 
string functioning as a drone: 
                                                
43	Bela Bartók, Rumanian Folk Music: Instrumental Melodies, 602.	









Scordatura (tuning the open strings to different pitches than the standard tuning) 
is a common technique used by lăutari violinists to make certain double stops possible 
with open strings, to make the fingerings easier in fast dances, or to create different tone 
colors and effects. Researchers have discovered over thirty different tunings used in 
lăutari music.47 The example below is a dance transcribed by Bartók in which the strings 
have been tuned F, C, G, D as indicated at the beginning of the transcription.  
 
Figure 2.9: Dance featuring scordatura transcribed by Bartók.48 
 
 
Another unique scordatura technique is called “Two Strings.” The A string is 
taken out of its usual notch in the bridge and placed in a new notch very close to the E 
                                                
46 Ibid., 154. 
47 Alexandru, Romanian Folk Music, 104. 
48	Bartók, Rumanian Folk Music: Instrumental Melodies, 75.	
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string. It is then tuned down to a low E and fingered and bowed simultaneously with the 
E string to create continuous octaves.49  
A variant of the “Two Strings” technique is used in the following Sirba dance 
from Transylvania (Fig. 2.10). The E string is tuned down a half-step to E-flat, the A 
string is tuned to an E-flat an octave lower, and the D string is tuned down to a D-flat. 
The two upper strings are then played with the fingers stopping both strings 
simultaneously to create continuous octaves. 
 




One of the basic rules of lăutari violin playing is that all ornaments are played as 
fast as possible regardless of the tempo of the piece.  In dances, ornaments are used for 
rhythmic emphasis. In fast pieces, almost all trills and mordents are played with a sharp 
bow accent. Trills, mordents, and appoggiaturas are usually played a half-step from the 
notes they ornament regardless of the mode or scale of a piece.51  
                                                
49 Chris Haigh, The Fiddle Handbook (Milwaukee, WI: Backbeat Books, 2009), 135. 




The most common ornaments are single or double mordents below or above a 
note.52 The following example illustrates one of the common uses of mordents to 
decorate a dance melody:  
 
Figure 2.11: Dance melody with mordents.53 
 
Other ornaments include short appoggiaturas, ornamental escape tones, and short 
turns. Violinists often weave very fast broken appoggiaturas, escape tones, mordents, 
trills, and short glissandos together (Fig. 2.12). These melismatic patterns are often very 
intricate and difficult to transcribe.54  
 
Figure 2.12: Melisma of ornaments from a violin improvisation from Bucharest.55 
 
 
The krekhts is a type of ornament that imitates the break of the voice or catch in 
the throat when sobbing. Krekhts is Yiddish for “sob” and is a defining characteristic of 
Eastern European cantorial vocal traditions and Klezmer music. It was also absorbed into 
the lăutari approach. There was a great deal of contact and cross-pollination between 
                                                
52 Ibid., 370. 
53	Bartók, Rumanian Folk Music: Instrumental Melodies, 87.	




Jewish Klezmers and lăutari musicians, especially in the regions of Moldavia and 
Bessarabia.  In villages without Klezmer bands, Jewish families often hired lăutari to 
play for weddings and other events. The music of both Klezmers and the lăutari has some 
similar characteristics: free rhythmic pulse, elaborate melismas, modal basis, and 
extensive use of krekhts. Lăutari may have adopted krekhts after hearing Klezmer 
musicians who were in turn emulating the vocal style and techniques used by cantors for 
synagogue music.56 
A krekhts is created on the violin by percussively slapping the upper finger on the 
string with a light bow and tonal emphasis on the lower melodic note. The upper note is 
usually a major or minor third or perfect fourth above the main note.  
Trills are one of the most common ornaments in lăutari performance and are 
prevalent in dances, doinas, and most other pieces. Short trills falling on the beat are 
given a firm accent with the bow. In Western playing, trills are executed by the finger 
alone lifting and dropping, but lăutari violinists often rock their entire wrist and hand 
along with the finger for a fast, tight trill. On very short notes, trills are usually played as 
mordents.	Another type of trill is used by lăutari violinists is actually a slow sliding back 
and forth of the same finger. 
Lăutari violinists often apply an ultra-fast “vibrato trill” to longer notes. A 
“vibrato trill” is produced by placing the two fingers executing the trill very close to each 
other. The finger stopping the lower note is pressed firmly on the string and serves as a 
pivot. The trilling finger is kept very close (1 or 2 millimeters) above the string. The 
violinist then shakes the arm as if performing vibrato rather than lifting and dropping the 
upper finger independently. At the peak of each vibrato cycle, the upper finger hits the 
                                                
56	Yale Strom, Shpil: The Art of Playing Klezmer (Lanham, MD: Scarecrow Press, 2012), 60.	
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string very lightly. Because of this light touch, the upper note is not at as clear as the 
lower note and is less than a half-step higher in pitch. The vibrato trill is so fast that it 
sounds more like a slightly blurred sustained tone than a true trill. This technique is one 
of the most characteristic aspects of Romanian lăutari violin playing. 
Composers of the five unaccompanied works discussed in this study were inspired 
by the colorful playing of lăutari violinists and incorporated aspects of this style in their 
compositions. They each suggest the ornaments, slides, special bow strokes, expressive 
lyrical melodies, and fiery passagework of lăutari violinists in different ways. Studying 
the playing of lăutari in field recordings and transcriptions will help the performer decide 
how to interpret and perform these works. Each composer also incorporated aspects of 
the basic scales and modes, rhythmic systems and genres favored by the lăutari. The 




CHARACTERISTICS OF LĂUTARI MUSIC 
3.1 Modes and Scales 
Romanian folk music uses a wide variety of scales and often modulates within a 
single piece. These scales reflect the influence of both Eastern and Western music.  The 
lăutari favored scales featuring augmented seconds and most frequently used Dorian 
mode with a raised fourth degree (Fig. 3.1). Many pieces are also based on versions of 
the pentatonic scale, Western Major and Minor, scales with variable pitches, and scales 
derived from Turkish makams.  
 
Figure 3.1: C Dorian Mode with a raised fourth degree. 
 
 
The influence of Hungarian and Western European music is strongest in 
Transylvania where standard major and minor scales are common and melodies tend to 
be less chromatic. Turkish traditional music strongly influenced the music of the regions 
of Wallachia and Moldavia. The complex Turkish makam system is based on unique sets 
of rules that determine melodic patterns, intervals, and relationships or hierarchies 
between individual pitches. A particular makam determines a skeletal scale, the opening 
pitch, the final pitch, pitches that are to be used more or less frequently or never played,
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and whether the progression is ascending or descending or both. A makam also 
determines the microtonal intonation of pitches and the possibilities of modulation.  
Turkish traditional musicians use an entirely different intonation system than 
Western equal temperament. Microtonal pitch adjustments emphasize the melodic 
tendencies of pitches within a makam. In Turkish music, the octave is divided into 31 to 
53 microtones instead of the 12 equal half-steps of the Western system. The exact tuning 
of every pitch varies depending on the makam and must be learned by ear. The influence 
of this system can be heard in the intonation of lăutari musicians who also use microtonal 
intervals to highlight the relationships between pitches. Lăutari soloists may intentionally 
play certain pitches of a melody one to five commas sharp or flat in comparison with the 
Western equal temperament tuning system. 
Researchers have analyzed numerous field recordings of lautari music and 
discovered the extensive unconscious use of several makams.57 One of the most 
commonly heard is the Hijaz makam (Fig. 3.2). This mode contains the same intervals as 
Dorian mode with a raised fourth, but the tonic falls on second degree of the Dorian scale 
and the augmented second is between the second and third degrees:  
 
Figure 3.2: E Hijaz mode 
                                                
57	Grafias, “Survival of Turkish Characteristics,” 100.	
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Many pieces are also based on Western major and minor scales with variable 
pitches for the third, fourth and seventh degrees. These variable pitches often create the 
impression of bi-modality or modal indeterminacy. 
 





Researchers have described three common rhythmic systems in Romanian folk 
music: giusto syllabic, parlando-rubato, and aksak. Each system is used both alone and 
in combination with other systems. Dotted rhythms are also prevalent, especially in 
Transylvania where, as previously discussed, Hungarian folk music was very influential. 
Figure shows a fragment from a typical dance featuring snappy dotted rhythms: 
 
Figure 3.4: Fragment of a dance transcribed by Bartók featuring typical dotted rhythms.58 
 
 
The Giusto syllabic system is based on two units of duration in the proportion 2:1 
or 1:2. It is often notated as a quarter note for the long duration and an eighth note for the 
short duration (Fig. 3.5). Most commonly used in carols and other vocal ritual songs, this 
                                                
58	Bartók, Rumanian Folk Music: Instrumental Melodies, 366.	
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system is also found in doina and ballads although in these contexts it is often obscured 
by ornamentation and rubato.  
 
Figure 3.5: Basic rhythmic patterns in the giusto syllabic system. 
 
 
Parlando rubato is the most common system and is primarily used in doina and 
ballads. Ethnomusicologist and composer Bela Bartók first coined the term to convey the 
speech-like quality of this system. There is no regularly occurring pulse and rhythmic 
patterns are performed freely in the style of recitative or passages marked ad libitum in 
Western art music. Bartók explained "the expression parlando rubato indicates that we 
should not interpret note values with dance-like precision."59 In transcriptions such as the 
one below, the rhythmic notation of parlando rubato only indicates approximate note 
durations and proportions: 
 
Figure 3.6: Doina in parlando rubato rhythm.60 
                                                
59 Béla Bartók and Benjamin Suchoff, Béla Bartók Essays (New York: St. Martin’s Press, 1976), 109.	
60 Bartók, Rumanian Folk Music: Instrumental Melodies, 565. 
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Bartók also identified a common variation of the giusto syllabic system which he 
called Aksak.61 This asymmetrical rhythmic system uses beats of unequal length with the 
long beat to short beat ratio of 3:2. Aksak is common in dance and instrumental music 
throughout the Baltic region especially in Bulgaria.62 Common versions include 2+3, 
2+2+3, 3+2+2, 2+2+2+3, and 2+2+3+2+2. The example below uses the 2+2+3 pattern: 
 





Before the rise of the village taraf in the 1800’s, rural Romanian folk music was 
traditionally monophonic. In a taraf, however, accompanying instruments such as 
accordion or cimbalom would usually play basic arpeggios and chords. The primaş violin 
                                                
61 Alexandru Tiberiu, Romanian Folk Music (Bucharest: Musical Publishing House, 1980), 113. 
62 Ibid. 
63 Bartók, Rumanian Folk Music: Instrumental Melodies, 394.	
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commonly played florid melodies while the contra violinist, cimbalom player, and bassist 
created simple and steady harmonic accompaniments with the chords they thought would 
best support the melody. Often modal melodies would be combined with simple tonal 
accompaniment.  
The harmonic structure was influenced by Western music, but often only major 
chords were used even if the melody was modal or in minor.64 The most common 
harmonic accompaniment was based on just two chords: tonic and dominant. 
Occasionally the subdominant was used, and modulations might also occur (Fig. 3.8). 
Bartók also discovered many Transylvanian melodies accompanied by a single harmonic 
pedal that never changed.65  
 
Figure 3.8: Simple harmonic accompaniment using tonic, dominant, and subdominant 
chords.66 
                                                
64 Tiberiu, Romanian Folk Music, 19. 
65 Ibid., 20. 
66	Bartók, Rumanian Folk Music: Instrumental Melodies, 249.	
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3.4 Main Genres 
Doina 
The doina form is found in every region of Romania. A doina is a lyrical, 
expressive, densely ornamented, improvisatory solo piece with free parlando rubato 
rhythm. There is no set form, but most are constructed from certain traditional melodic 
formulas.67 Bartók noted that "a characteristic of the doina is continually variable 
rhythm.”68 The doina form was also adopted by Jewish Klezmer musicians who 
sometimes performed in combined ensembles with lăutari.69 
Doina often begin with an introduction based on a rising arpeggio or scale leading 
into improvisatory recitative-like passages.70 The following example transcribed by 
Bartók begins with an accelerating scale and features dense ornamentation and 
melismatic passages in parlando rubato rhythm:   
 
Figure 3.9: Doina transcribed by Bartók.71 
 
                                                
67 Alexandru, Romanian Folk Music, 50. 
68 Bartók and Suchoff, Bela Bartók Essays, 195. 
69	Yale Strom, Shpil: The Art of Playing Klezmer (Lanham, MD: Scarecrow Press, 2012), 60.	
70 Ibid. 
71	Bartók, Rumanian Folk Music: Instrumental Melodies, 603.	
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 Cadences were sometimes marked with repetitions of a single pitch in a way that 
resembles the use of a reciting tone in vocal music. Many doina are in Dorian mode with 
a raised fourth degree and melodies tend to emphasize the augmented second interval.72 
There are both vocal and instrumental doinas. Vocal doina often explore subjects such as 
grief, sorrow, bitterness, estrangement, love, and nature.73 Instrumental doinas usually 
have a wider pitch range, clearer form, and richer ornamentation than vocal doinas.74 In a 
taraf, the instrumental soloist (usually a violinist) plays the melody freely while the rest 
of the ensemble provides a rhythmic accompaniment with relatively static harmonies.  
The doina below was transcribed by ethnomusicologist Jacques Bouët in the 
Banat region of Romania (Fig. 3.10). Bouët focused his Romanian field work on dance 
music and the violin. This doina is in C minor and features parlando rubato, 
improvisatory gestures, elaborate ornamentation, microtonal inflections, and rapid 
melismas. 
 
Figure 3.10: Transcription of a violin Doina from the Banat region.75  
 
                                                
72 Alexandru, Romanian Folk Music, 51. 
73 Ibid., 54. 
74 Ibid., 52. 




 Lăutari were often asked to play epic ballads at weddings and other special 
occasions. While the doina usually describes one emotion or dramatic scene, the ballad 
tells an entire story and contains many different styles and genres of music: doina, 
dances, love songs, imitation of natural sounds, spoken narration, and dialogue. A ballad 
might last several hours and was usually based on mythical themes and set in ancient 
times. The leading scholar of Romanian ballads, Alexandru Amzulescu, divides the most 
common plots into several categories: fantasy ballads involving dragons, magic, and 
fairies, hero ballads, pastoral ballads, family drama ballads involving love, marriage, and 
conflicts between parents and children, and “oral newspaper” ballads that describe 
historical events.76 
 Ballads often began with an extensive improvisatory instrumental introduction 
called a taksim. This section likely evolved from the Turkish taksim, instrumental 
improvisations with free rhythm traditionally played at the beginning of a dance or piece. 
In a ballad, the purpose of the taksim section was to create the appropriate mood and 
atmosphere for the particular epic. The ballad was then sung with instrumental 
accompaniment and with instrumental interludes at logical points in the text. The singer 
would use a combination of spoken narration, lyrical songs, and recitative. He would 
often invent different voices for different characters in the plot and	use episodes of 
recitative featuring a single reciting tone and free, speech-like rhythm to advance the plot. 
A ballad would include several lively instrumental dances based on local traditions. 
Ballads were an extremely improvisatory and flexible form. They were shortened, 
lengthened, and modified to the fit the event and circumstances.  
                                                




Unlike doina and ballads, most ritual songs have a regular form with a consistent 
number of phrases. They are less variable than other forms and usually do not involve 
improvisation or extensive ornamentation. They are often sung without accompaniment 
by a soloist or by a choral group in unison.77 Ritual songs are derived from the ancient 
songs that were sung in rural villages before the rise of the lăutari. There are many ritual 
songs for Christmas, weddings, funerals, and other special occasions.  
Dance music (Melodia de joc) 
Dancing was a vital part of village culture in Romania. Large village dances were 
usually held on Sundays and for harvest celebrations, weddings, funerals, festivals, and 
even military recruiting events.78 Each region had unique traditions, and a single village 
might have a repertoire of 40-50 different dances. Groups of dancers usually formed 
closed or open circles, semi-circles, straight lines, or winding lines. There were also 
couple dances, but solo dances were rare. Dances were for groups of men or women, or 
mixed groups. 
There are many genres of Romanian dance including the hora, sârba, brâul, 
geamparaua, purtata, învârtita, and feciorescul.79 Romanian folk dance is primary in 
binary meter.80 Several dances, however, use the irregular beats of the aksak rhythmic 
system.81 By far the most popular Romanian folk dance is the hora. The hora is 
performed with men and women holding hands and dancing in a circle most often at a 
                                                
77	Ibid., 69. 
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79 Octavian Cosma et al, "Romania," Grove Music Online. Edited by Deane Root. Accessed 
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80	Vera Proca-Ciortea, “On Rhythm in Rumanian Folk Music,” Proceedings of the Royal Musical 
Association 1 (1969): 179.	
81	A.L. Lloyd, “The Music of the Romanian Gypsies,” 17. 
	
	38 
moderately slow tempo. Fast and very fast horas are less common. Fast versions are 
usually in duple meter with triple subdivisions often transcribed as 6/8 or 12/8.82 In 
certain dances, all the off-beats are accented by the soloist.	Many Romanian dances are 
accompanied by loud shouts and calls known as strigături.  
An entire dance was usually based on the repetition of one or two musical 
motives. Musicians had to extend the length if dancers wished to continue and would 
often seamlessly string together many melodies of the same dance type and basic pulse. 
These melodies might be based on different scales or tonality. It became common 
practice to have dances with contrasting modes and tonalities between sections.83 
3.5 Hungarian Influence 
The influence of Hungarian traditional music was especially strong in 
Transylvania and also spread to the rest of Romania. This influence can be heard in the 
use of verbunkos form, dotted rhythms with an accent on the first part of the beat, major 
and harmonic minor scales, and violin techniques favored by the Hungarian Roma. 
Hungarian Roma violinists developed a stylistic approach that adopted many of 
the same techniques as classical violin including full use of all positions, diverse bow 
strokes including ricochet and spiccato, double stops, chords, trills, vibrato, glissandi, 
natural and artificial harmonics, and complex ornaments.84 Many notes were colored with 
fast, wide vibrato. Violinists often began long notes without vibrato and gradually built 
up to a full and intense vibrato.85 Aspects of this playing style were adopted by lăutari 
violinists throughout Transylvania and in other regions of Romania. 
                                                
82 Grafias, “Survival of Turkish Characteristics,” 102. 
83 Ibid., 101.	




 In the Hungarian language, the accent almost always falls on the first syllable of 
a word. Bartók describes the rhythmic pattern that mirrors this emphasis and is frequently 
featured in Hungarian folk music: 
 
Figure 3.11: Common rhythmic pattern in Hungarian folk music. 
 
 
This rhythmic pattern is also prevalent in the music of Romanian lăutari and is often used 
in classical pieces influenced by their style. 
Verbunkos form had a strong impact on Hungarian and Transylvanian traditional 
music. This form developed at big recruiting events held by the Hussar army in 
Hungarian villages and towns. Men formed a circle and danced around a corporeal 
standing in the center. The dance started with a slow improvisatory section, or lassu, with 
free pulse, virtuosic runs, expressive melodies, and dense ornamentation. During this 
section the dancers took slow sideways steps. The lassu was followed by a flashy and 
virtuosic fast section, or friss, often featuring dotted rhythms and extended passages of 
fast triplet eighths or sixteenth notes. During this section, the men improvised dance steps 
and showed off their coordination and strength with complicated leaps and kicks. Each 
phrase ended with the clicking of heels, or bokázó. Hungarian Roma specialized in 
verbunkos and provided music for the recruiting events. The form soon spread to other 
dancing events and to the concert hall. 
 The unique characteristics of Romanian lăutari music and violin playing in 
particular inspired several composers to write solo violin works. Each composer 
incorporated these colorful musical elements into his or her piece in different ways. The 
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following chapters will explore five such works, providing a brief background on each 
composer and the circumstances behind the composition of the piece before analyzing the 





GEORGE ENESCU: IMPRESSIONS D’ENFANCE, OP. 28 
4.1 Biographical and Historical Background 
Romanian violinist George Enescu (1881-1955) based much of his compositional 
style on lăutari principles. One of the most celebrated violinists of his era, Enescu 
performed recitals and concertos with major orchestras around the world. He was also a 
successful conductor and pedagogue. While Enescu did not follow the 
ethnomusicological path of Bartók and Kodály, he grew up in Romania and had been 
immersed in traditional lăutari music since childhood. Born in Dorohoi, Romania, 
Enescu’s first lessons were with a local lăutari violinist named Lae Chioru. Chioru did 
not read musical notation and taught his students to play folk songs by ear. Enescu later 
quoted some of these simple folk melodies in his own compositions.  
After a few years with Chioru, Enescu studied briefly with Edouard Caudella, a 
student of Vieuxtemps and the violin teacher at the Iași Conservatory. Caudella taught 
Enescu to read musical notation and to perform some pieces from the standard violin 
repertoire. At the age of 7, Enescu was accepted into Vienna Conservatory where he 
studied violin with Joseph Hellmesberger, harmony with Robert Fuchs, and piano with 
Ernst Ludwig. He moved to Paris to study violin with Martin Marsick at the Paris 
Conservatory when he was 14. While at the Conservatory, his composition teachers 
included Jules Massenet, Gabriel Fauré, and André Gédalge.
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After graduating with honors in 1899, Enescu established homes in both France 
and Romania and toured internationally as a soloist.  He also taught privately and at 
institutions including Harvard, Mannes, and the École Normale in Paris. His top students 
included the violinists Christian Ferras, Ivry Gitlis, Arthur Grumiaux and Yehudi 
Menuhin.  
Enescu also did a great deal to impact the art music of Romania. He gave frequent 
recitals, formed a new symphony orchestra, created a national opera company in 
Bucharest which he often conducted, and founded the Romanian Composer’s Society to 
promote the new works of Romanian composers. In addition to these projects and his 
international solo tours, Enescu made numerous recordings and guest conducted 
orchestras such as the New York Philharmonic, Berlin Philharmonic, and the 
Concertgebouw Orchestra of Amsterdam.  
Although he created one of the most original and innovative musical languages of 
the twentieth century, Enescu was less well-known as a composer. He published only 33 
works partly because of his intense perfectionism and partly because of his hectic 
performance schedule. Some of his most significant compositions include his two 
Romanian Rhapsodies for orchestra, opera Oedipe, Symphony No. 3, symphonic poem 
Vox Maris, Violin Sonata No. 3, and Impressions d’enfance for violin and piano. There 
are also several hundred unpublished manuscripts held in the Enescu Museum in 
Bucharest.86 
His compositions fuse elements of German Romanticism, French Impressionism, 
and traditional Romanian lăutari music. As musicologist Jim Samson describes, in some 
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Stanley Sadie and J. Tyrell (London: Macmillan, 2001), viii: 201. 
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works the “idiom of traditional music was imaginatively recreated to establish a new 
‘Romanian’ sound world; in others it became a discreet presence in an impressionistic 
landscape; in yet others it receded to the background, influencing processive aspects of 
the music rather more than melodic substance.”87 For Enescu, Lăutari music served as a 
major source of inspiration for Enescu. He developed several unique and progressive 
compositional techniques based on characteristics of this musical tradition. 
4.2 Influence of Lăutari Style and Techniques 
One of Enescu’s earliest memories was listening to a taraf of panpipes, violin, 
cimbalom, and double bass when he was around three years old. He went home and 
immediately tried to imitate the sounds he had heard, creating the violin with some thread 
tied on a piece of wood, the cimbalom with a couple of wooden sticks, and the reed pipe 
by blowing through his lips. Throughout his life, Enescu was attracted to this music and 
often wrote about his respect for it and the impact it had on his work.88  
Although he sometimes quoted actual lăutari melodies, Enescu also adapted and 
assimilated aspects of their style into his own basic musical language. He writes, “I have 
derived a great deal from the music of the lăutari.” This influence can be heard in his 
exploration of heterophony, frequent use of parlando rubato rhythm and aspects of the 
doina form, adoption of the chromatic modes and melodic formulas favored by lăutari, 
extensive use of short motivic cells, use of quarter tones, and carefully notated expressive 
markings and directions based on the performance style of lăutari violinists.   
Enescu’s music is characterized by complex and highly ornamented melody.  He 
writes: “I am not a person for pretty successions of chords…a piece deserves to be called 
                                                
87 Jim Samson, Music in the Balkans (Leiden: Brill, 2013), 394.	
88	“George Enescu: Biography and Work,” http://www.georgeenescu.ro/en/georgeenescu-ro-
en_doc_20_george-enescu-biography-and-work_pg_0.htm (accessed March 20, 2017).	
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a musical composition only if it has a melody, or, even better, melodies superimposed in 
one another.”89 The importance of melody in Enescu’s works mirrors the basic 
homophonic nature of lăutari music. “We should be thankful to the gypsies for having 
preserved our music,” he insists to his fellow Romanians.  “They alone have brought it to 
light, passed in on and handed it down from father to son, with that reverential care which 
they feel for what is the most precious thing in the world: melody.”90 While many of his 
contemporaries were focused on exploring the possibilities of elements such as tonality, 
harmony, form, and timbre, Enescu’s primary emphasis was on melody. 
Enescu’s extensive and innovative use of heterophony was also rooted in the 
lăutari tradition. Heterophony refers to the texture created when two or more musicians 
simultaneously perform slightly different versions of the same melody. It is a common 
characteristic of folk music around the world and especially of lăutari performances were 
several musicians would often play a single melody simultaneously but slightly out of 
synch and with subtly different ornamentation. Heterophony was very rare in Western 
music until composers such as Enescu, Debussy, and Stravinsky began exploring its 
possibilities. There are many carefully crafted passages of heterophony in Enescu’s 
works including his Symphonies No. 2 and 3, String Quartet in E-flat, opera Oedipe, Vox 
Maris, Village Suite, and most of his late chamber works.91  
Enescu often wrote movements and passages with a rhythmically free, 
improvisatory character that evokes the traditional doina form. He conveyed the parlando 
rubato rhythmic system by providing constantly changing metronome marks, extensive 
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expressive indications, and by using complex rhythms and mixed meters. Fast 
movements often suggest the style of traditional dances such as the hora or sîrba. 
The lăutari also influenced Enescu’s approach to tonality and use of 
chromaticism.  He frequently based his melodies on modes or fragments of modes 
derived from lăutari music and favored the bi-modal use of major and minor thirds. In 
the Romanian lăutari style, an entire dance was usually based on the repetition of one or 
two short motivic cells. These motivic cells were usually built of seconds or other small 
intervals.  To avoid monotony, these motives would be ornamented, varied slightly, or 
rhythmically altered. Enescu used this technique extensively, constructing entire passages 
from short germinal motives. 
In Impressions d’enfance (Childhood Impressions) for violin and piano, Enescu 
made use of heterophony, passages in parlando rubato rhythm, bimodal tonality, and 
germinal motivic cells. He dedicated the piece to his second teacher Edouard Caudella 
and premiered it with pianist Dinu Lipatti in 1942. Loosely modeled on the traditional 
multi-sectional Romanian ballade form, this suite consists of ten short movements 
delineated with programmatic titles. The movements depict a typical day in the village 
where Enescu spent his childhood. As in a traditional ballade, the drama unfolds 
chronologically.  
The unaccompanied first movement, entitled Ménétrier (fiddler), is based on the 
improvisatory style of the traditional solo taksim at the beginning of a ballade. In ternary 
form, the first and final sections of Ménétrier alternate between light, playful phrases and 
more sorrowful interjections. The middle section is a wild dance episode.  As discussed 
in chapter two, the lăutari often played in minor or major keys with variable pitches for 
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the third, fourth, and seventh scale degrees. Enescu uses a similar tonal pattern in the 
central dance section, creating bi-modal ambiguity by rapidly alternating between major 
and minor thirds. In this section, the melody vacillates between A major and minor and 
then D major and minor before a chromatic passage brings the tonal center back to B 
minor.  
Enescu evokes the lăutari violin style and technical approach with meticulous 
notation of articulation, glissandi, special bow strokes, and dense ornamentation. He asks 
the performer to use diverse tone colors including flute-like harmonics, passages of sul 
ponticello and sul tasto, and different speeds and widths of vibrato. Enescu provides a 
tremendous amount of performance instructions and expressive markings to help guide 
the musician’s interpretation.  Almost every note of the movement has at least one 
specific articulation mark and dynamics are carefully notated. Enescu marks exact 
metronome speeds and the appropriate character of each phrase is conveyed with terms 
such as giocoso (joyful, playful), mesto espressivo (sad and expressively), calmo 
(calmly), cantabile nostalgico (singing nostalgically), ruvido e ritmato (roughly and 
rhythmically), and strepitoso (boisterously). 
Enescu creates the impression of a spontaneous improvisation in parlando rubato 
rhythm with indications for a constantly fluctuating pulse, irregular phrase lengths, mixed 
meter, and abrupt character changes. The pulse becomes steady for the middle dance 
section beginning in measure 34 before gradually slowing down into a return of the 
improvisatory character of the first section beginning with a slower and more ornamented 
version of the opening melody (Figures 4.1 and 4.2). This variation reflects the lăutari 
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technique of performing a basic melody in a variety of different characters and colored 
with different ornaments.  
 
Figure 4.1: George Enescu, Ménétrier from Impressions d’enfance, mm. 1-6 






Figure 4.2: Variation of opening melody, mm. 49-53.  
© Used with kind authorization of Editions Salabert. 
 
 
Enescu incorporates a variety of bow strokes and articulations favored by lăutari 
violinists. The central dance section of Ménétrier features the bariolage bowing patterns 
and snappy dotted rhythms typical of a lăutari dance (Fig. 4.3). Throughout the work, 
Enescu has carefully marked open strings to create the appropriate color and effect in 




Figure 4.3: George Enescu, Ménétrier from Impressions d’enfance, mm. 37-46 
(bariolage bowing, use of open strings, dotted rhythms). © Used with kind authorization 
of Editions Salabert. 
 
 
Mordents were the most common ornaments used in lăutari playing and Enescu 
wrote single mordents throughout the movement. There are also numerous trills of 
varying lengths and complex patterns of grace notes. Several passages approximate the 
dense combinations of ornaments characteristic of lăutari improvisations. Figure 4.4 
shows a transcription by musicologist Jacques Bouët of a lăutari improvisation with a 
mixture of trills, glissandi, mordents, and triplet sixteenth note runs and a similar passage 
from Ménétrier (Fig. 4.5): 
 
Figure 4.4: Transcription of a performance by Aurel Gore in Wallacia.92 
 
                                                




Figure 4.5: George Enescu, Ménétrier from Impressions d’enfance, mm. 15-17.  
© Used with kind authorization of Editions Salabert. 
 
 
Enescu evokes the lăutari violinist’s liberal use of glissandi with many notated 
slides as well as by indicating fingerings that produce the effect. He writes both upwards 
and downwards slides of varying lengths and speeds.  Lăutari violinists often slide up 
into natural harmonics, and Enescu also uses this effect several times in Ménétrier (Fig. 
4.6). 
Figure 4.6: Representative examples of glissandi in Enescu’s Ménétrier: 
A. Upwards glissando, m. 4. 
 
B. Downwards glissandi with vibrato, mm. 21-23. 
 
C. Glissandi into natural harmonics, m. 9 and m. 12. 
             
 





4.3 Performance Suggestions 
 The improvisatory character of Ménétrier allows violinists considerable 
interpretive freedom, but the most colorful and nuanced performances will be achieved 
by carefully following Enescu’s extremely detailed instructions. Passages with 
contrasting characters should be clearly delineated. Using Enescu’s metronome markings 
as guide for gradual and organic application of rubato and subtle changes of tempo will 
help create the impression of a spontaneous improvisation. All mordents and trills should 
be played as fast as possible and accented slightly with the bow in the lăutari style. I 
would recommend extremely fast vibrato trills with sharp bow accents for the quarter 
note trills in measures 2, 7, 8, and 12. 
 Every effort must be made to create the appropriate articulation for each note, 
differentiating between staccato, staccatissimo, martellato, accents, tenuto, and portato. 
For example, the notes marked staccatissimo in measures 1-3 should be played as short as 
possible while those marked staccato are detached, but slightly longer (Figure 4.1). 
Enescu uses martellato marks sparingly, and notes with this indication should be clearly 
emphasized with a strong martelé stroke and burst of vibrato. In measures 43-46, the 
notes marked martellato must be even more forceful than those marked with accents (Fig. 
4.7). The violinist should carefully consider and experiment with every nuance of 
articulation Enescu has indicated.  
 
Figure 4.7: George Enescu, Ménétrier from Impressions d’enfance, mm. 43-46. 
 © Used with kind authorization of Editions Salabert. 
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The lăutari rarely used spiccato, so I recommend playing most of this movement 
with the bow firmly on the string. A sawing, unrefined detaché stroke works well for 
passages such as measures 37-41. However, Enescu indicates gettando l’arco (throw the 
bow) in measure 42. Here I would suggest a rough spiccato bounced high above the 
string with gritty articulation (Fig. 4.8). 
 
Figure 4.8: George Enescu, Ménétrier from Impressions d’enfance, mm. 37-42. 
 © Used with kind authorization of Editions Salabert. 
 
 
 Enescu’s bowings and fingerings are very idiomatic and colorful. All indications 
to use open strings should be observed for purposes of timbre, even when such 
suggestions are contrary to classical norms. In this work, glissandi can be slow and overt 
in the traditional manner of lăutari violinists. Slides should start well before the beat, and 
arrive on the destination note on the beat. I recommend using a sustained bow during the 
slide and keeping the fingertip firmly on the string rather than lightening the pressure as 
is usually appropriate for a classical shift. The downwards slide in measure 21 is often 




GEORGE ENESCU: AIRS EN GENRE ROUMAIN 
5.1 Biographical and Historical Background 
Fourteen years before composing Impressions d’enfance, Enescu had written his 
Violin Sonata No. 3 in a similar style. His student, the great violinist Yehudi Menuhin 
wrote:  
I especially love the Third Sonata for violin and piano, which is not only beautiful 
and unforgettable music, but perhaps the greatest achievement in musical notation 
I know. What Enescu did in this miraculous work was to transcribe a completely 
improvisational, spontaneous style on to paper so that, as a composition, it has 
perfect form and in all respects is an organic entity. It is not a simple and 
superficial work like a Sarasate 'gypsy' work. But anyone who carefully observes 
every little marking Enescu left in the score will play it exactly the right degree 
out-of-tune, will perform glissandi at precisely the right spots, and will convey the 
exact rhythmic attenuations. To be able to score these Romanian characteristics is 
like capturing the song of a bird on paper. The sonata is a masterpiece of 
construction.93  
 
 As he began work on his third sonata, Enescu sketched out some preliminary 
ideas based on the lăutari violin style.  In 2006, these unpublished sketches were 
discovered in the archives of the George Enescu Nation Museum in Bucharest by 
violinist Sherban Lupu. Lupu arranged the sketches into a four movement piece for 
unaccompanied violin titled Airs en genre Roumain. 
 Sherban Lupu was born in Romania and came to the USA to study with Dorothy 
Delay and Josef Gingold. He taught for 25 years at University of Illinois and specializes 
in performing and recordings works by Enescu and other Eastern European composers. 
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In 2006, Lupu discovered the manuscript sketches for Airs dans le genre Roumain 
on the back of another unpublished work.94 As can be seen in Figure 5.1, the initial title 
Airs Roumain (Romanian Airs) was crossed out and replaced with Airs dans le genre 
Roumain (Airs in the Romanian Folk Style). Lupu concludes, therefore, that these were 
original composed melodies and not transcriptions of actual lăutari performances. 
 
Figure 5.1: Original manuscript sketch of Enescu’s Airs dans le genre Roumain95 
 
 
Lupu completed Enescu’s rough sketches, divided them into four movements, and 
published the work in 2006. He writes: “The suite is an authentic improvisation in folk 
style and, together with Caprice roumain, Ménétrier from the suite Impressions 
d’enfance, or the Sonata No. 3, represents a vital link to the lost art of folk fiddling that 
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Enescu knew most intimately, while at the same time mirroring the composer’s inner 
nature.”96 Lupu made several changes to the original manuscript. He divided the first aria 
into two movements, played without pause. He also took the Andante subject at the 
beginning of the third aria and repeated it in artificial harmonics at the end of the 
movement. The fourth aria ends abruptly in the manuscript and Lupu composed an 
energetic ending. Lupu also added expressive markings, fingerings, and dynamics to all 
four movements.  
5.2 Influence of Lăutari Style and Techniques 
The first and third movements are slow, expressive pieces in the style of a 
doina.97 In sharp contrast, the second and fourth movements are fast, wild dances inspired 
by traditional lăutari music and full of virtuosic effects. The first movement, titled 
Moderato (molto rubato), is heavily ornamented and chromatic with complex 
combinations of grace-notes and glissandi very similar to those often used by lăutari 
violinists (Fig. 5.2).  
 
Figure 5.2: George Enescu, Airs en genre Roumain, mvt. 1, mm. 12-14  
(complex and chromatic combination of ornaments and glissandi). 
 
 
  The movement hovers around a tonal center of D, but Enescu uses extensive 
chromaticism to reflect the lăutari modes with variable pitches. He also writes many 
passages in D Dorian with a raised fourth scale degree, the favorite mode of the lăutari. 
                                                
96	Ibid. 
97	As discussed in chapter 3, doina were lyrical, expressive, densely ornamented, improvisatory 
solo pieces with free parlando rubato rhythm.	
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Towards the end of the first movement, a passage in artificial harmonics evokes sound of 
traditional Romanian flute (Fig. 5.3). 
 
Figure 5.3: George Enescu, Airs en genre Roumain, mvt. 1,  
mm.46-49 (melody in artificial harmonics). 
 
 
A passage of bariolage accelerates into the second movement, marked Allegro 
giusto. This moto perpetual dance movement is thick with chromatic passages, open 
string double stops, mordents, and bi-modal colorings. All of these devices are 
characteristic of lăutari dance pieces. In the following excerpt, we see rapid alternation 
between major and minor tonality and frequent use of mordents for emphasis: 
 
Figure 5.4: George Enescu, Airs en genre Roumain, mvt. 2, mm. 42-53 
(passage with bi-modal tonality, chromaticism, mordents, and 
open strings used in double-stops).  
 
 
The second movement also includes approximations of the heavy lăutari version 
of ricochet bow strokes (Fig. 5.5). 
 
Figure 5.5: George Enescu, Airs en genre Roumain, mvt. 2,  





Enescu indicates the unusual technique of combining a vibrato trill with a rapidly 
bouncing bow stroke marked gettando. This colorful ornament is also characteristic of 
lăutari playing (Fig. 5.6).  The movement accelerates to the end with two short final 
notes, following the traditional lăutari way of ending a dance.		
	
Figure 5.6: George Enescu, Airs en genre Roumain,  
mvt. 2, mm. 37-40 (vibrato trill combined with gettando bow stroke). 
 
 
The third movement Andante is in ternary form with an improvisatory A section 
in the style of a doina. This section features Hungarian snapped dotted rhythms, repeated 
pitches evoking reciting tones, and the lăutari mode of D minor with a raised fourth and 
with variable pitches for the third and seventh degrees (Fig. 5.7).98 
 
 
Figure 5.7: George Enescu, Airs en genre Roumain, mvt. 3,  
mm. 1-7 (dotted rhythms, reciting tones, modes with variable pitches). 
 
 
The central B section is marked Piu mosso (Tempo di Hora). It is a slow and 
lilting hora and alternates between duple and triple subdivision of the main beat. In 
                                                
98	In vocal music, reciting tones are repeated musical pitches around which the other pitches of a 
chant or melody gravitate.    
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ternary form, the final section is identical to the first, but played completely with artificial 
harmonics to evoke the timbre of the Romanian pan flute. 
The final movement, Allegro giocoso, is another energetic dance in duple meter. 
Enescu again plays with bi-modality by alternating between F and F# in the opening 
section (Fig. 5.8 ). 
 
Figure 5.8: George Enescu, Airs en genre Roumain,  
mvt. 4, mm. 1-8 (bi-modality). 
 
 
The movement is thick with mordents and trills and features many passages of 
bariolage such as the example below: 
	
	
Figure 5.9: George Enescu, Airs en genre Roumain,  






The lăutari often used extensive repetition of small motives to create entire 
dances. The fiery fourth movement is based on the same technique and gradually 
accelerates to the final note with no trace of ritard.   
5.3 Performance Suggestions 
Many of the performance suggestions for Enescu’s Ménétrier also apply to Airs 
en genre Roumain. In general, grace-notes should be as fast as possible, mordents and 
trills should begin with a slight bow accent, and rubato must be subtle and organic. Slides 
sound most authentic when played by slowly dragging the left finger with a sustained 
bow. Most passages of continuous sixteenth notes should be played on the string with a 
sticky, detaché stroke. 
Enescu has created the impression of parlando rubato rhythm in the first and third 
movements by using complex and irregular rhythms and indicating “molto rubato.” To 
emphasize the free and improvisatory character of these movements, I would suggest 
starting runs slower and then accelerating, elongating certain expressive notes, and 
allowing extra time at the end of phrases before continuing with the next idea.   
In the first movement, quarter-note trills can be played as fast vibrato trills. The 
effect should be fuzzy and undefined and very different in sound from a Baroque or 
Classical era long trill. Place strong emphasis on the short note for all Hungarian snap 
rhythmic patterns. The sextuplets can begin slower and accelerate to create an 
improvisatory character. In the passages of artificial harmonics, I have found it helpful to 
use a good deal of bow speed close to the bridge. Carefully gauge the acceleration in the 
final four measures to arrive at the appropriate tempo for the second movement. 
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The staccato notes at the beginning of the second movement sound most authentic 
if they are truly played firmly on the string with flat hair and a la punta de l’arco (at the 
tip of the bow) as marked. All the short trills in this movement need sharp accents. The 
passagework remains on the string even at softer dynamics. Since lăutari violinists rarely 
used spiccato or sautille, so I would suggest playing the sixteenths higher in the bow 
especially for the passages of rapid string crossings and bariolage to prevent the bow 
from naturally bouncing. The exception is the chirpy eight notes marked al talone (at the 
frog). These need a heavy, gritty off-the-string stroke. 
Take care to differentiate between sixteenths and thirty-second notes in the third 
movement. Again, emphasis is always on the short note for the Hungarian snap rhythms. 
The artificial harmonics in the final section require the stretch of a perfect fifth. I have 
found it helpful to keep this interval consistent and shift up for the second note of 
measure 39. Using full bows with fast bow speed, keeping the contact point close to the 
bridge, and connecting between strokes helps elicit the most clear and lyrical tone 
possible for this section. 
The final movement involves long passages of bariolage with left hand extensions 
and awkward finger patterns. Strong bow accents on all mordents combined with clear 
and percussive left hand articulation adds to the rhythmic drive and brilliance of this 
dance. The trills on eight notes from measure 48 until the end are usually played as single 
mordents. As in the second movement, keep the bow on the string throughout with a 




EUGÈNE YSAŸE: SONATA NO. 3, OP. 27 BALLADE 
6.1 Biographical and Historical Background 
Enescu was immensely and directly influenced by the music of the Romanian 
lăutari. When the great violinist Eugène Ysaÿe wrote a piece dedicated to Enescu, his 
music subtly and abstractly reflected this influence. Evidence that Ysaÿe heard lăutari  
performances on his many tours of Romania has not yet been discovered. In his Solo 
Sonata No. 3 Ballade, however, Ysaÿe was alluding to Enescu’s playing and music which 
in turn was directly influenced by the lăutari. By referencing Enescu’s performance style, 
nationality, personality, and compositions, Ysaÿe wrote a piece that is indirectly 
influenced by the lăutari.   
Born in Liège, Belgium in 1858, Eugène Ysaÿe was one of the most important 
figures of the Franco-Belgian violin school. An internationally renowned soloist, he is 
remembered for his extreme virtuosity, nuanced interpretations, and advocacy of newly 
composed works.  Ysaÿe also wrote over sixty compositions that combine elements of the 
virtuosic showpieces of his teachers Wieniawski and Vieuxtemps with the innovations 
and expanded harmonic vocabulary of the circle of French composers he befriended 
while living in Paris.  
Ysaÿe was four when he began studying violin with his father Nicholas, a 
violinist with the local theatre who also played for churches and weddings in the region. 
Nicholas was an extremely harsh teacher, but Ysaÿe writes “It was my father who really 
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new horizons for me in the realm of technique and interpretation, but it was my 
father who taught me how to make my instrument sing.”99 At age seven, Ysaÿe entered 
Liège Conservatory and began playing in a theatre orchestra that his father conducted.  
Ysaÿe also helped contribute to his family’s income by playing at parties, churches, and 
weddings.100  Exhausted by his free-lance work, the young violinist was expelled from 
the Conservatory at age eleven after his teachers complained that he was talented but did 
not work and was often absent from school.101  
Ysaÿe continued to work on learning repertoire on his own. When he was 14, he 
was practicing Vieuxtemps’ Concerto No. 4 when Vieuxtemps himself walked by the 
house. Vieuxtemps was impressed by what he heard and knocked on the door to meet the 
young violinist. He quickly had	Ysaÿe reinstated at Liège Conservatory in class of 
Rodolphe Massart. After graduation, Ysaÿe went to Brussels to study with Vieuxtemps. 
Unfortunately, the great violinist had just suffered a stroke and his hands were paralyzed 
so Ysaÿe studied with Wieniawski instead while Vieuxtemps recovered. After an 
additional three years with Vieuxtemps in Paris,Ysaÿe won the position of concertmaster 
of the Berlin Philharmonic. He finally began a highly acclaimed solo career in his mid-
twenties after Rubenstein heard him play and arranged a tour for him of Russia, Hungary, 
and Scandinavia. Numerous tours of Europe and North American followed to great 
critical acclaim.  
Ysaÿe was known for his synthesis of brilliant technique and intensely expressive 
and creative interpretation. He believed that no performance of music was complete 
                                                
99	Antoine Ysaÿe and Bertram Ratcliffe, Ysaÿe, His Life, Work, and Influence (St. Clair Shores, 
Mich: Scholarly Press, 1978), 9. 
100 Ysaÿe, Ysaÿe, 11. 
101 Michel Stockhelm, "Ysaÿe, Eugène" Grove Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/30732 (accessed April 16, 2016). 
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without virtuosity and no virtuosity complete without thoughtful interpretation.102 He 
searched for the unique sound and individual style of each composer and was a strong 
advocate for contemporary music. Composers such as Ernest Chausson, Gabriel Fauré, 
César Franck and Guillaume Lekeu all dedicated works to him.	 
Ysaÿe toured throughout Europe and the United States giving recitals and 
performing concertos with major orchestras. In 1886, Ysaÿe returned to Belgium, became 
violin professor at the Brussels Conservatoire, and established the Ysaÿe Quartet. Claude 
Debussy, Vincent d’Indy and Camille Saint-Saëns composed string quartets for the group 
and in 1887, Franck wrote his Sonata in A major for violin and piano as a wedding gift 
for Ysaÿe. 
Ysaÿe suffered from neuritis and diabetes and by 1918 his hands were giving him 
serious trouble and his bow constantly trembled. He chose to focus on conducting and 
served as the conductor of the Cincinnati Symphony in Ohio from 1918-1922. After 
returning to Belgium in 1922, he also devoted himself to composition and teaching. 
Ysaÿe’s most renowned students included Mathieu Crickboom, Josef Gingold, Louis 
Persinger, Jascha Brodsky, and William Primrose. Ysaÿe gave his last concert in 1930 
and died in 1931. 
Although Ysaÿe never officially studied composition, he began writing music at 
age 14.103 His compositions were improvisatory and passionate. In addition to his Six 
Sonatas for Solo Violin, Op. 27, his most significant works include his Sonata for 
Violoncello Solo, Op. 28, Sonata for Two Violins, eight Poèmes for various instruments 
and orchestra, two string trios, a quintet, and the opera Peter the Miner.  
                                                




Ysaÿe was inspired to write his sonatas for unaccompanied violin in 1924 after he 
heard Joseph Szigeti’s performance of one of J.S. Bach’s solo sonatas. Each of Ysaÿe 
Ysaÿe’s sonatas is dedicated to one of his contemporary violinists and is intended to 
reflect their unique personalities, performance styles, preferred repertories, and different 
countries of origin. Ysaÿe chose six young violinists who he greatly respected: Joseph 
Szigeti, Jacques Thibaud, George Enesco, Fritz Kreisler, Mathieu Crickboom and Manuel 
Quiroga. He never played the sonatas publically, but today they are his most frequently 
performed compositions and have become part of the standard violin repertoire. 
 The first significant sonatas for unaccompanied violin since Bach, these works 
meld elements of Baroque, late-Romantic, and early twentieth century idioms. 
Contrapuntal passages are often based on Bach’s techniques, several movements share 
the same forms and titles that Bach used in his solo sonatas, and the second sonata 
includes direct quotes from Bach’s E major Partita No. 3. At the same time, many 
virtuosic passages and figurations are influenced by the music of Romantic era 
composers such as Paganini, Vieuxtemps and Wieniawski. Ysaÿe’s daring harmonic 
vocabulary reflects twentieth century innovations including the extensive use of 
chromaticism, dissonance, chord planning, and whole tone scales.  
Ysaÿe pushed the boundaries of violin technique with many passages of 
challenging polyphonic writing, huge leaps of register, innovative rolled chords involving 
five or six notes, virtuosic passagework, and a wide spectrum of tone colors for dramatic 
effect.  Despite these extremely challenging techniques,	Ysaÿe’s writing is always 
idiomatic for the violin. 
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Sonata No. 3 Ballade was dedicated to the great Romanian violinist and composer 
George Enescu (1881-1955). Enescu’s compositional and playing style, explored in the 
previous chapter, was strongly influenced by lăutari music.	Ysaÿe had given several joint 
concerts with Enescu in Romania and describes his process of composing the Ballade: “I 
have let my imagination wander at will. The remembrance of my friendship and 
admiration for Georges Enesco and of the performances we gave together in the music 
room of that delightful queen, Carmen Sylva, guided my pen.”104 Queen Elisabeth of 
Romania (an author whose pen-name was Carmen Sylva) often invited Enescu to give 
violin recitals at the Peleș Castle (Fig.6.1).  
 
 
Figure 6.1: Peleș Castle. Source: Richard McMullen, May 31, 2012. digital 
image. Available from: Flickr Commons (accessed August 27, 2016).  
 
 
On several occasions, Ysaÿe joined him there for recitals in the castle’s elaborate 
music room.  Ysaÿe was so well-respected in Romania that he was awarded honors 




including Commander of the Crown of Romania and a Romanian Medal of the Arts. It 
was on tours of Romania that Ysaÿe likely heard lăutari music and had the opportunity to 
become familiar with Enescu’s compositions and unique performance approach.  
6.2 Influence of Lăutari Style and Techniques 
Lăutari music influenced Sonata No. 3 indirectly. Ysaÿe was striving to reflect 
Enescu’s playing style, compositional aesthetic, preferred repertory, and homeland. Since 
Enescu had been immersed in music of the Romanian lăutari since birth, studied with a 
lăutari violinist, and adapted and assimilated many aspects of the lăutari approach into 
both his playing and his compositions, Ysaÿe’s composition subtly reflects this influence. 
He appears to have had no intention, however, of imitating the folk style directly.  
 Ysaÿe subtitled this sonata Ballade. Although there is no concrete evidence that 
Ysaÿe was personally familiar with the traditional Romanian ballade genre so often 
performed by lăutari, it is possible that he heard such music on his visits to Romania or 
discussed the genre with Enescu. Frédéric Chopin (1810-1849) had established the 
Western instrumental ballade genre with his four single movement, free-form works for 
piano composed between 1831 and 1842. This innovation had inspired many composers 
including Brahms, Liszt, Debussy, and even Enescu to write their own ballades. Ysaÿe 
may have simply chosen the title to imply a free-form, dramatic, single movement work 
rather than making a reference to the traditional Romanian ballade.  
As discussed in previous chapters, lăutari performances of a Romanian ballade 
usually began with an extensive improvisatory solo violin introduction called a taksim to 
create the appropriate mood and atmosphere for a particular epic. Intentionally or 
coincidentally, Ysaÿe began his own Ballade with an improvisational section with very 
	
	66 
free pulse. Marked in modo di recitativo, this section has no bar lines and gives the 
impression of parlando rubato rhythm. Searching, dark, and sorrowful, the piece begins 
with a slowly arpeggiated augmented triad and continues with very unsettled tonality and 
extensive chromaticism until a final passage outlines an A dominant chord and the 
section ends in D minor. 
Although much of this opening section is based on augmented triads and whole 
tone scales rather than common lăutari modes, there are a few fragments of harmonic 
minor scales that include the characteristic augmented second interval. Pervasive half-
step resolutions and sigh motives also evoke the melodic contours and frequent 
appoggiaturas of traditional lăutari melodies (Fig. 6.2). Throughout the work, Ysaÿe 
carefully indicates fingerings that naturally create many expressive slides, perhaps a 
reference to both Enescu’s personal performance style and the playing approach of 
lăutari violinists. 
 
Figure 6.2: Ysaÿe, Sonata No. 3 Ballade, opening.  
© Used with kind authorization of G. Henle Verlag. 
 
 
When he played at parties or weddings as a youth, Ysaÿe would often improvise. 
Usually he began with a few deep chords and then launched into wild and rustic themes 
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which seemed to “rise from the very soil of the Ardennes mountains.”105 Perhaps he drew 
upon his own improvisational skills and familiarity with the folk music played at rural 
weddings and festivals when he wrote the Ballade. His student Josef Gingold writes:  
For anyone who heard Ysaÿe play, this sonata would come closest to showing his 
approach to the violin. It is titled Ballade, and its single movement opens with an 
introduction in the style of a recitative which is typical both of the way in which 
Ysaÿe would improvise and of the improvisatory quality he would bring to the 
music of other composers, making it sound new and fresh at every performance. 
The main movement shows the strong rhythmic impact of his playing, and the 
whole work is characteristic of his beauty and grace, the ease with which he could 
encompass the fingerboard and bring out inner voices.106  
 
Ysaÿe created a sense of spontaneous improvisation and rhythmic freedom by 
writing the first four lines of the work without bar lines. Any sense of pulse is further 
obscured by several dramatic fermatas. The rest of the introduction is in 5/4 meter but the 
pulse remains very free and Ysaÿe marks a gradual accelerando with rubato and a ritard 
towards the end of the section. This organic rhythmic freedom reflects both Enescu’s 
mastery of rubato and the improvisations of the lăutari he so admired.  
 Ysaÿe uses the remainder of the piece to create the impression of a vast 
improvisation and elaboration of a basic four note descending motive: A-G#-G-G#. This 
section is marked Allegro in tempo giusto con bravura and begins with a vigorous, 
rhythmic, and dance-like version of the main motive:  It features the snappy dotted 
rhythms and double-stops with open strings so prevalent in lăutari music (Fig. 6.3). 
Ysaÿe may have been inspired by rustic village dances such as the hora although he uses 
3/8 instead of the duple meter characteristic of most Romanian dances.  
                                                
105 Ibid., 86. 





Figure 6.3: Ysaÿe, Sonata No. 3 Ballade, mm. 12-15 (main subject featuring 
dotted rhythms and double-stops with open strings).  
© Used with kind authorization of G. Henle Verlag. 
 
As discussed previously, the lăutari would often a simple motive and use it to 
weave an entire dance by embellishing it and playing it in different characters. Enescu 
adopted this technique and uses it in many of his compositions. It is possible that Ysaÿe 
chose to use this same technique in his tribute sonata to evoke both Enescu’s personal 
compositional style and a wild and rustic Romanian dance. The main motive returns 
several times in different guises with freely composed material in between (Fig. 6.4). 
Figure 6.4: Ysaÿe, Sonata No. 3 Ballade, variations of main motive: 
A. Measure 13. 
 
B. Measure 21. 
 
C. Measures 56-57 
 
 





E. Measure 69 
 
F. Measures 91-92 
 
 
G. Measures 119-124 
 
© Used with kind authorization of G. Henle Verlag. 
 
Ysaÿe also indicates several quarter tones with the symbol of a square around an 
X (Fig. 6.5). Quarter tones were a rather radical innovation in 1924. Inspired by the 
lăutari’s unconscious expressive use of microtonal intervals, Enescu was an early pioneer 
of indicating microtonal inflections in classical compositions. As discussed in chapter 3, 
the lăutari had adopted this technique from Turkish art music and the makam system 
used throughout the Middle East.  Ysaÿe’s choice to notate them in the Ballade is 
puzzling. Perhaps they are a reference to Enescu’s interest in microtones and his use of 
them in his own playing. It may have been a technique Ysaÿe heard and discussed with 
Enescu while they were together in Romania, but Enescu did not notate quarter tones 





Figure 6.5: Ysaÿe, Sonata No. 3 Ballade, m. 6 and mm. 44-47 (quarter tones). 
© Used with kind authorization of G. Henle Verlag. 
 
 
Ysaÿe uses several ornaments that may have been inspired by lăutari 
performances or Enescu’s own compositions. The cadences in measures 11 and 43 are 
both decorated with single mordents. Mordents are also used for the melody in measure 
19. According to Ysaÿe’s student Joseph Gingold, the composer asked that the passage 
measures 79-90 be played very freely and with no discernable sense of pulse.107 These 
grace-notes suggest the complicated ornamental melismas so characteristic of lăutari 
performances (Fig. 6.6).  
 
Figure 6.6: Ysaÿe, Sonata No. 3 Ballade, mm. 84-85. 
© Used with kind authorization of G. Henle Verlag. 
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Ysaÿe’s extensive use of bariolage, double-stops, and open strings throughout the 
work also helps evoke the character of a lăutari dance piece. Additionally, the fast coda 
follows the traditional Romanian model with continuous streams of 32nd notes and a wild 
acceleration to the short final note. 
6.3 Performance Suggestions 
To bring out the unique and colorful stylistic characteristics of this sonata, the 
violinist should make every effort to create the impression of a free improvisation. All 
accelerandos and ritards should be gradual and organic. In the opening section, use 
fermati and moments of silence for maximum dramatic impact. I recommend exploring a 
wide spectrum of different vibrato speeds and widths to emphasize the changes in mood 
and character between sections. Ysaÿe’s fingerings help create the appropriate tonal 
colors. No effort should be made to disguise shifts when a particular fingering seems 
designed to create an intentional slide. 
In the second section, I would suggest energetically snapping the dotted rhythms 
with a surge of bow speed but without stopping the bow before the 32nd notes since 
Ysaÿe has not indicated staccato marks here. Firmly accent all mordents with the bow. In 
melismatic passages of 32nd notes, main melodic notes may be held slightly and 
emphasized with vibrato. Throughout the entire second section, seek to bring out the 
main four note motive in all its various guises. 
In measures 76-88, Joseph Gingold remembers that Ysaÿe would play very freely 
and with no feeling of pulse. For this section Gingold recommended very light bow 
combined with firm and articulate left hand action. The overall effect should be a melody 
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ornamented with melismatic runs. Elongating the main melodic notes and playing them 
with a dash of vibrato will help guide the listener’s ear. 
All of Ysaÿe’s tempo indications should be carefully considered in the final coda 
regardless of established performance traditions for this section. I would recommend a 
brushy spiccato stroke in measures 107-110 with the bow gradually becoming more on 
the string for the allargando starting in measure 111.  Ysaÿe takes care to indicate senza 
ritard for the final two measures. The tempo of the final Vivo must be chosen 






 HELEN BOWATER: LAUTARI 
 
7.1 Biographical and Historical Background 
 
In the late twentieth century, musicologists continued to study the traditional 
music of Romania and published additional literature on their findings. As discussed in 
Chapter 1, after the fall of communism and the dictator Ceaușescu, lăutari groups such as 
Taraf de Haïdouks gained international attention. Their unique and colorful music 
approach influenced several composers including Helen Bowater of New Zealand. While 
her work Lautari is very different in style and harmonic language from Ysaÿe’s Ballade 
and Enescu’s compositions, it also alludes to some of the techniques and musical 
characteristics of the lăutari tradition 
Helen Bowater was born in Wellington, New Zealand in 1952 and studied both 
violin and piano. While earning degrees in music history and ethnomusicology at 
Victoria University, she played in the school’s gamelon ensemble and in several rock 
bands.108 Bowater joined Jack Body’s composition class in 1984 and early works include 
Raindance and Black Rain. In the 1990’s, Bowater began experimenting with 
electroacoustic music in pieces such as Witch’s Mine (1991). She has held the position of 
resident composer at the Nelson School of Music, Auckland Philharmonia, New Zealand 
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School of Music, Victoria University, and University of Otago.109 Her works are 
frequently performed in New Zealand and abroad.  
Bowater’s compositions include orchestral pieces such as River of Ocean, 
Urwachst, NewYear Fanfare, the string quartet This Desperate Edge of Now, Nekhbet for 
solo piano, and Sun Wu Kong (Monkey) written for Chinese sheng, Gamelan, singer, and 
the New Zealand String Quartet, Beneath the Crumpled Stars, and In the East, To the 
Right…for female choir, harp and three megaphones. She also created the electroacoustic 
sound component of a sound sculpture Crossed Wires, now permanently installed at 
Connell’s Bay Sculpture Park on Waiheke Island.110 She has written three short works for 
unaccompanied violin: Zingaro (1988), Lautari (2003), and Atsinganos (the Greek word 
for “Gypsy”) in 2008.    
Bowater was inspired to write Lautari for violinist Mark Menzies after hearing 
the lăutari ensemble Taraf de Haïdouks perform. She writes “It was their performance of 
Nicolae Neacşu’s composition Balada Conducatorului…that sparked this piece.”111  
 Balada Conducatorului (Ballad of the Dictator) was first sung and performed by 
Taraf de Haïdouks’ original primas violinist Nicolae Neacşu. It tells the story of the 
uprising that toppled the oppressive Romanian dictator Nicolae Ceaușescu in 1989. 
Neacşu was also featured performing this piece in the 1993 documentary Latcho Drom. 
Born in 1924 in the Romanian village of Clejani, Neacşu died in 2002 and is considered 
one of the last of the traditional lăutari violinists. Before Taraf de Haïdouks became an 
international sensation, Neacşu had survived by playing violin for weddings, funerals, 
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and harvest festivals in the Wallachian region south of Bucharest. His family had been 
lăutari for generations and his son and grandson continue the tradition.112  
7.2 Influence of lăutari Style and Techniques 
Balada Conducatorului is a raw and deeply emotional song in the form of an 
abbreviated Romanian ballade. Neacşu both sings and plays, sometimes almost shouting 
the words. He uses many lăutari techniques including “a canta la fir de par.” As 
discussed previously, this unusual tonal effect is created by tying a single well-rosined 
strand of horsehair around the G string and pulling it to create a distorted, gritty, groaning 
tone as if bowing with sandpaper. Using the traditional lăutari violin position and bow 
hold, Neacşu plays very expressively and with impressive facility.  
In the documentary Latcho Drom, Balada Conducatorului is accompanied solely 
by a small cimbalom. In other performances, Neacşu is backed by a taraf including 
instruments such as bass and accordion. The words he sings are translated as: 
Green leaf, a thousand leaves… 
On December 22 time caught up with us 
…So what did the students do? 
One in Timișoara 
…They shouted: no more tyrant 
To Bucharest they headed, shouting 
Let’s wipe out the dictatorship… 
Ceaușescu heard their shouting… 
And what did the police do? 
Brought him back to Bucharest 
Locked him in a room 
Took his pressure before the trial  
And the judges said to him 
Tyrant, you have devastated Romania113 
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After an extensive violin taksim featuring heavily ornamented melodies, 
expressive slides, and the one-hair technique, Neacşu alternates between singing and 
playing short violin passages. His rustic but nuanced violin technique incorporates 
extensive trills, fast melismas, a wide and fast vibrato, reciting tones, and many slides and 
bent notes. Single notes and longer phrases are subtly shaped with dynamics and different 
degrees of emphasis. Both the vocal and violin melodies follow a descending contour 
from D to G with the pervasive use of reciting tones on G and D. Balada Conducatorului 
uses the common lăutari mode of G Dorian with an occasional raised fourth degree (C#).  
Bowater incorporates many characteristics of Balada Conducatorului in her work 
Lautari. Chromatic runs suggesting Neacşu’s virtuosic violin passagework alternate with 
a deeply expressive melody that has the same descending contour as his basic vocal 
melody and repeated notes that evoke his use of reciting tones (Fig. 7.1). 
 
Figure 7.1: Helen Bowater, Lautari, mm. 12-17 
 (chromatic runs and main descending melody). 
© Used with kind authorization of Waiteata Music Press. 
 
 
This descending melody appears throughout the work with many slight variations. 
Bowater uses different rhythms, ornaments, dynamics, and articulations for each 
repetition, but the basic melody of a single pitch repeated several times before descending 
a minor second remains consistent throughout the piece. 
	
	77 
Lautari is not tonal or modal, but Bowater does make extensive use of fragments 
of Dorian with a raised fourth degree, the same mode used in Balada Conducatorului. 
For example, the opening measures outline this scale (Fig. 7.2). 
 
Figure 7.2: Helen Bowater, Lautari, mm. 1-2  
(Dorian mode with raised fourth degree). 
© Used with kind authorization of Waiteata Music Press. 
 
Bowater suggests Neacşu’s colorful one horsehair a canta la fir de par technique 
with scratch tones. Bowater writes the word “scratch” over several notes sprinkled 
throughout the piece. She also indicates numerous slides that clearly evoke the playing 
style of lăutari violinists. Often these occur during big shifts up to high notes, but she 
also writes several passages with slides between almost every note (Fig. 7.3). As 
discussed in Chapter 2, short slides between notes within a single position are common in 
lăutari playing and Neacşu himself provides many examples of this technique. 
 
Figure 7.3: Helen Bowater, Lautari, m. 69 (short slides). 
© Used with kind authorization of Waiteata Music Press. 
 
 
In Bowater’s work, grace-notes sometimes evoke the sound of a krekhts. There 
are also numerous trills and mordents both above and below pitches. Passages marked sul 





Figure 7.4: Helen Bowater, Lautari, mm. 38-39 (sul ponticello). 
© Used with kind authorization of Waiteata Music Press. 
 
Bowater uses mixed meter and notes in irregular groups of five, six, and seven 
notes to help create the feeling of the parlando rubato rhythmic system. Almost every 
measure is written in a different meter obscuring any feeling of regularly occurring 
downbeats. Frequent use of several beats of silence also helps create a free and 
improvisatory character for the piece. 
7.3 Performance suggestions 
I strongly recommend listening to several different performances of Nicolae 
Neacşu’s Balada Conducatorului for insights into the colorful and expressive playing and 
singing that inspired Bowater’s work.  The descending melody that occurs throughout 
Lautari should be played as expressively and vocally as possible. I suggest using slight 
rubato on the repeated notes of this melody to help convey the impression of reciting 
tones. Emphasize the contrasting characters of the many different versions of this simple 
melody by carefully observing Bowater’s dynamics, written suggestions, and use of 
articulation marks. 
The irregular groupings of sixteenth notes in runs should sound spontaneous and 
free as if the violinist is simply going slightly faster or slower ad libitum. Listen to 
Neacşu’s improvised passagework as a model and make no attempt to emphasize the 
beats.  
The scratch tones are challenging to execute. They must be played confidently 
and overtly so the listener realizes they are intentional. I recommend using a great deal of 
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pressure with a contact point over the fingerboard and slow bow speed. The pitch should 
still be somewhat distinguishable. When there are several consecutive scratch notes, I use 
the scratch as more of an articulation and then release pressure to revert to more normal 
tone quality for the remainder of each note (Fig. 7.5). 
 
Figure 7.5: Helen Bowater, Lautari, m. 50 (scratch tones). 
© Used with kind authorization of Waiteata Music Press. 
 
 
 Trills should be played as fast vibrato trills with a strong bow accent. Throughout 
the piece, mordents and grace-notes sound most authentic when played as fast as possible 
and with a clear bow accent. In places where the grace-note are a third or fourth above 
the principal pitch and seem to suggest a krekhts, I would recommend listening to 
recordings of Klezmer performances and cantorial singing to develop a clear aural model. 
The left hand articulation should fast and percussive for these grace-notes, but they can 
be played with very little bow and all emphasis on the main pitch. Bowater’s indications 
for slides should be observed. Experiment with the speed of the slide to achieve different 
characters. A slight diminuendo on downward slides helps bring out their expressive 





ROXANNA PANUFNIK: HORA BESSARABIA 
 
8.1 Biographical and Historical Background 
 
Roxanna Panufnik’s works are frequently performed throughout Europe and 
around the world. Born in London in 1968, Panufnik studied composition at London’s 
Royal Academy of Music. She has written a wide range of pieces including opera, ballet, 
music theatre, choral works, chamber compositions and music for film and television. 
Her music is generally tonal and colorful, and is often influenced by non-Western 
musical traditions, ancient folk and chant idioms. She describes her style as “emotional, 
spiritual, and harmony-based.”114  
Representative works include her Westminster Mass, the opera The Music 
Programme, harp concerto Powers & Dominions, ballet Leda, and the violin concerto 
Abraham. Abraham incorporates Christian, Islamic and Jewish music and was also 
rewritten into an overture Three Paths to Peace, commissioned by the World Orchestra 
for Peace and premiered in Jerusalem. Recent premieres include her oratorio Dance of 
Life, Four World Seasons for violinist Tasmin Little, and Memories of My Father 
commissioned and recorded by the Brodsky Quartet. 
In 2016, the Menuhin Violin Competition commissioned Panufnik to write an 
unaccompanied work for the senior semi-finalists to play. The centenary of Menuhin’s 
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birth was in 2016, and Panufnik explains “I wanted to write something that was a bit 
more personal to him--he loved gypsy music and, as it happens, so do I.”115 
Inspired by the piece Doina and Hora on Jordi Savall’s 2013 Balkan Spirit 
recording, Panufnik based the piece on the Romanian doina and hora forms. She writes 
“I fell in love with Track 2 (Doina and Hora) on Jordi Savall’s CD…”116  
On Savall’s recording, Doina and Hora begins with violinist Tcha Limberger’s 
free and highly ornamented solo in parlando rubato rhythm above the slowly moving 
tremolo chords of a cimbalom and sustained accordion. Limberger is currently one of the 
most prominent figures in folk music in Hungary and Romania and studied with the 
legendary lăutari violinists Neti Sandor and Horvat Bela.  
Limberger repeats the basic melodic contour (A-B-C#) many times with different 
ornaments and slight variations of rhythm and pitch. The tonal center vacillates between 
A major and A minor with frequent cadences on F# minor suggesting the bi-modal 
quality of much lăutari music. Limberger uses vibrato trills, mordents, slides, and fast 
combinations of grace-notes that are so characteristic of lăutari playing. The same pitch 
is often repeated in the manner of reciting tones. After the slow introduction, Limberger 
breaks into a lively hora with fast um-pah accompaniment from the cimbalom and 
accordion. Also in lăutari style, this section features passages of continuous sixteenth 
notes built from repeated short motives and decorated with wild trills and mordents. The 
tempo gradually accelerates as the dance becomes increasingly frenzied. 
 
 
                                                




8.2 Influence of Lăutari Style and Techniques 
Hora Bessarabia reflects both aspects of Limberger’s performance in Doina and 
Hora and of lăutari playing in general. The work is often bi-modal and features the Hijaz 
mode and A Dorian with a raised fourth scale degree. Panufnik also makes extensive use 
of the parlando rubato and asymmetrical Aksak rhythmic systems. The melodies are 
densely ornamented in the style of lăutari violinists and Panufnik uses special techniques 
to evoke the sound of the cimbalom, string bass, and accordion accompaniments in a 
traditional taraf. In her score notes, Panufnik asks violinists to “inject as much rubato, 
drama and emotion as you can. Make it your own.”117 
The work is divided into four main sections: Doina 1, Hora 1, Doina 2, and Hora 
2.  Like many traditional doinas, Doina 1 begins with a long note that grows in intensity 
before breaking into a virtuosic and improvisational flourish. This passage is tonally 
ambiguous and rapidly alternates between F# major, F# minor, A major and A minor 
before ending with a dramatic statement in E Hijaz mode (E, F, G#, A).  
The main melody of Doina 1 features the same basic contour as Limberger’s: an 
E pickup note followed by A-B-C#. Panufnik decorates this simple melody with a dense 
application of ornaments. She writes: “I’ve written the ornamentation out in full because 
it’s so different every time…”118 By varying the placement, length, and contours of trills 
and grace-notes, Panufnik creates the impression of a spontaneous improvisation on a 
simple melody repeated three times. This technique is a standard feature of lăutari 
performance. She includes colorful quarter step trills modeled on the technique used by 
Turkish kemençe players and later adapted by the lăutari (Fig. 8.1) 
                                                





Figure 8.1: Roxanna Panufnik, Hora Bessarabia, mm.18-19  
(quarter step dotted trills). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by  
Romanian Lăutari Music by Essena Setaro  
by permission of the Publishers.  
All Rights Reserved. 
 
 
The melody is frequently interrupted by short arpeggios played saltando (a rapid 
bouncing stroke played in the middle of the bow). These arpeggios are intended to evoke 
the sound of the traditional cimbalom accompaniment under a violin solo (Fig. 8.2).119  
 
Figure 8.2: Roxanna Panufnik, Hora Bessarabia, mm. 13-15 
(saltando arpeggios). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by  
Romanian Lăutari Music by Essena Setaro  
by permission of the Publishers.  
All Rights Reserved. 
 
Many pitches are repeated with free rhythm in the manner of reciting tones. Some 
pitches repeat until they fade into silence and Panufnik writes “The echo effects I’ve 
added are to create a feeling of space and open country.”120 Throughout Doina 1, 
Panufnik obscures any sense of pulse or meter and evokes the parlando rubato system by 
using irregular rhythms and note groupings, moments of silence, several dramatic 
fermatas, and mixed meter. 





Marked “mischievously,” Hora 1 starts slowly in A Dorian mode with a raised 
fourth degree and then gradually accelerates as is the lăutari custom. This section 
features continuous sixteenth notes and Panufnik uses mordents and chords for special 
emphasis. Such emphasis is a common characteristic of lăutari dances although the 
particular chords in Hora Bessarabia often involve three or four fingered notes and are 
much more technically challenging to execute on the violin than those most frequently 
used by lăutari violinists. In the dance section of Doina and Hora, Limberger also uses 
mordents for emphasis amidst the streams of sixteenth notes.  
Throughout Hora 1, Panufnik indicates foot-tapping patterns for the violinist 
intended to imitate the double bass and accordion accompaniment underneath the violin 
solo in a taraf. With both heels firmly planted on the floor, the violinist alternates 
between tapping his or her right and left toes. The strong beats are accented while the off-
beats are slightly softer for an “um-pa” effect (Fig. 8.3). As Panufnik notes, the effect can 
only be achieved on an uncarpeted floor with hard-soled shoes. 
 
Figure 8.3: Roxanna Panufnik, Hora Bessarabia, mm. 23-24  
(foot tapping pattern). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by  
Romanian Lăutari Music by Essena Setaro by permission of the Publishers.  





Hora 1 begins in 4/4 meter, but after five measures the movement transitions into 
7/8 with sixteenth notes in groupings of 6+4+4. This asymmetrical meter resembles the 
Aksak rhythmic system. At measure 34, the meter swings into 5/8 with the snappy dotted 
rhythms and bariolage so characteristic of the influential Hungarian verbunkos form (Fig. 
8.4).  
 
Figure 8.4: Roxanna Panufnik, Hora Bessarabia, mm. 38-39 (dotted rhythms). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by  
Romanian Lăutari Music by Essena Setaro  
by permission of the Publishers.  
All Rights Reserved. 
 
 
Doina 2 is similar to Doina 1 in color and mood, but the arpeggios imitating a 
cimbalom are now played with artificial harmonics to give a more ethereal effect.121 
Panufnik indicates “angelic cimbalom” for these (Fig. 8.5).  
 
Figure 8.5: Roxanna Panufnik, Hora Bessarabia, mm. 58-59  
(“cimbalom” arpeggios played with artificial harmonics). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by Romanian 
Lăutari Music by Essena Setaro by permission of the Publishers.  
All Rights Reserved. 
 
 
 Again, Panufnik uses dense ornamentation and colorful quarter tone dotted trills 
to evoke the exotic improvisations of a lăutari violinist. This section, however, only hints 
at the main melody of Doina 1 and the tonal center moves to G flat major for a darker 




and less resonant overall color. A chromatic passage gradually accelerates into Hora 2, 
marked “dangerously, as fast as possible.” This section features what Panufnik refers to 
as a “fiendish Bulgarian pulse in 11/16.”122 The asymmetrical Aksak system was also 
common in Bulgaria, and Hora 2 is based on the grouping 2+2+3+2+2 (Fig. 8.6). After 
several abrupt modulations, the violinist soars to the highest extremes of the E string and 
the piece ends with a bi-modal C# major/minor chord combined with a decisive foot 
stamp.  
 
Figure 8.6: Roxanna Panufnik, Hora Bessarabia, mm. 80-86  
(Aksak meter, bi-modal final chord). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by  
Romanian Lăutari Music by Essena Setaro  
by permission of the Publishers.  
All Rights Reserved. 
 
8.3 Performance Suggestions 
  
Listening to Tcha Limberger’s performance of Doina and Hora is especially 
helpful when studying this work. Hora Bessarabia sounds most interesting and authentic 
if the violinist uses the full range of possible tonal colors and explores those far beyond 
the spectrum of the resonant bel canto approach used for so much of the standard violin 
repertoire. Since there is no risk of balance issues in this unaccompanied work, violinists 




may dare to play almost inaudibly with a distant, indistinct tone in places such as measure 
10, 17, 44, and 51. At the opposite end of the spectrum, measures 34-40 and measure 46 
can be played with a contact point closer to the bridge than would normally be ideal to 
produce a gritty and strident tone color. 
Lăutari violinists often began a doina with a single sustained note that would start 
without vibrato and then grow in intensity. In the first measure, I would suggest starting 
the initial F# without vibrato and very softly at the tip of the bow with a contact point 
near the fingerboard before gradually intensifying the tone and vibrato into the second 
measure. The ornamental turns can begin indistinctly at first and then grow in urgency 
and volume. 
Throughout Doina 1, the violinist can bring out the basic melody both with more 
full tone and by taking time before each rendition. Panufnik has written out many of the 
grace-notes and mordents, and these should be played quickly and with clear bow accents 
in the lăutari style. I would recommend using fast vibrato trills in measures 6, 7, and 12. 
Listening to several recordings of cimbalom playing will provide a tonal model 
for the saltando arpeggios. The cimbalom’s unique timbre is percussive yet resonant, 
almost like a cross between harp and piano. There is percussive, twangy quality to the 
articulation. Experiment with the bow stoke and contact point to create a similar tone 
with the violin for these interjections. A gutsy flying spiccato stroke with strong 
articulation between pitches works well in the middle of the bow. A clear tonal contrast 
with the lyrical melody helps listeners interpret these arpeggios as accompaniment 
figures and not part of the solo line. 
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Violinists use several different techniques to execute the quarter tone trills in 
measure 18. I would suggest using both the first and second fingers. The second finger 
taps as close as possible to the first finger and with a light but quick motion. It should not 
press the string completely down to the fingerboard so the sound more closely resembles 
the vocal trills used in Middle Eastern traditional music and by instruments such as the 
kemenche. Some violinists use one finger to execute these trills with a wide arm shake.   
I would suggest carefully pacing the gradual acceleration throughout Hora 1. 
Panufnik’s metronome mark for the beginning of this section may feel slow, but it 
provides the room to continuously increase the tempo into measure 34. A heavy brush 
stroke works well for this section with accents on the mordents. When possible, use first 
position and open E and A strings for additional brilliance and a more authentic color.  
The foot tapping technique is especially challenging when the meter shifts to 7/8 
(Fig.). Some violinists use the right foot for all the accents so the groups of three become 
“right, left, left.” Others continue alternating toes so the accents switch between the right 
and left feet. A few perform the entire passage with one foot by tapping the accents with 
the heel and the softer beats with the toe. Different sole materials will create very 
different timbres, so it is important to carefully choose the shoes one wears for any 
performance of this piece. 
.  
Figure 8.7: Roxanna Panufnik, Hora Bessarabia, mm. 29-30 (toe tapping pattern in 7/8). 
(c) 2015 by Peters Edition Limited, London. 
Reprinted solely for use in 20th and 21st Century Solo Violin Works Influenced by Romanian 
Lăutari Music by Essena Setaro by permission of the Publishers.  
All Rights Reserved. 
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The chromatic passage leading into Doina 2 should sound indistinct and 
improvisatory. It can be played at the tip of the bow with a dramatic crescendo to the 
final fortissimo C#. Strive to create a feeling of expectation and continuing energy 
through the long silence before Doina 2 so as not to trick listeners into thinking the work 
is over.  
Many of the suggestions for Doina 1 also apply in Doina 2. The cimbalom 
arpeggios are now played with artificial harmonics, but should still evoke the timbre and 
articulation of the instruments’ hammered strings. Attempt to hide all shifts and avoid 
slides in these figures by releasing bow pressure between notes. Also cross strings when 
possible instead of shifting up and down on a single string. 
Bring out the asymmetrical groupings and Aksak meter of Hora 2 by playing all 
groups of three sixteenth notes with a down-up-up bowing. This will make all accents for 
this section fall on a down bow. I prefer starting with a heavy brush stroke and gutsy 
articulation for each note. Travel to the upper half during the long F flat in measure 77 so 
the mp passage can be on the string in the upper half. I stay on the string for the 
remainder of the piece for sake of tone and clarity in the upper register of the E string.   
Some violinists play the entire Hora 2 on the string with a scrubby detache stroke 
in the upper half. This would also be stylistically appropriate since lăutari violinists 
usually used an energetic detache stroke in fast sixteenth note passages.  
It is helpful to practice preparing for the final foot stomp in the second to last 
measure. Take care to clearly bring out the bimodal quality of the final chord. Panufnik 
writes “Very important to hear both the E# and the E natural.”  
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This colorful new piece is a valuable addition to the violin repertoire and very 
idiomatic. It provides ample opportunities for different colors and effects. Panufnik has 
alluded to the traditional lăutari style with an expressive and individual musical approach 
that most contemporary listeners seem to find surprisingly fresh and accessible. 
8.4 Conclusion 
 
 Enescu, Ysaÿe, Bowater, and Panufnik each incorporated aspects of the unique 
lăutari musical tradition into their compositional language in different ways. They used 
both notation and written directions to help guide violinists preparing to perform these 
works. The Western system of representing sound visually, however, is limited. Written 
notation and performance directions alone cannot clearly convey the style and 
improvisational quality of music inspired by the way the lăutari played, especially since 
their concept of music was based completely on oral tradition and free of the constraints 
of notation with its bar-lines, meters, dynamic markings, and graphic representation of 
rhythm. To truly make sense of works inspired by this music, the performer will find it 
very helpful to listen to recordings of authentic lăutari performances, study their 
technical approach, and develop an expanded range of technical and musical skills 
beyond those required to play most of the standard violin repertoire as well as other 
twentieth and twenty-first century solo works.  
After first investigating the origins of the lăutari and the main influences on their 
musical style, this study described the training and unique technical approach of lăutari 
violinists. The next section analyzed the main characteristics of this music including 
instrumentation, texture, common modes and scales, basic rhythmic systems, the role of 
harmony, and the primary genres. The final section explored how this musical style 
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influenced five unaccompanied pieces for violin and provided performance suggestions 
for each work. As these five compositions become increasingly studied and performed, it 
is my hope that this paper will serve as a helpful resource for violinists, researchers 
studying the lăutari and works influenced by their music, and composers seeking to 
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“Vasile Nasturica - Suita De Ascultare Si Joc.” YouTube video. 
https://www.youtube.com/watch?v=WKjpxx4RL20&nohtml5=False 
 
Various. Petrecere Cu Lăutari (II) / Romanian Gypsy Music. Muzeul Țăranului Român 
C-012, 1996, Cassette.  
Various. Romania: The Romanian Lautari. FM Records B004QEZBCI, 2011, CD
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